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PREFACE 


KEEN APPRECIATION of the pleasures of life should be spon- 
taneous, but this is not to say that it comes by nature. A fine 
taste must be cultivated. The gourmet who relishes the blend 
of a fine coffee has trained his palate over many years by drink- 
ing and comparing many blends; the music-lover rapt in his 
Chopin or Elgar is reaping the fruit of a lifetime of musical 
education, partly conscious, partly unconscious. A compara- 
tively small number of people have recognised that a full appre- 
ciation of the finest work in the cinema requires a similar 
training of eye and understanding, and over the past twenty 
years they have grouped themselves into film societies in order 
to see and to study productions which the commercial cinema 
denied to them. 

The spirit which animated the fihn societies shows signs of 
spreading far beyond them, and it has now extended into the 
field of organised education. Courses in the appreciation of 
music, drama, poetry and painting have long been a recognised 
and valuable part of both school and adult education, but 
until recently the cinema, drawing an audience which out-, 
numbers probably by many hundreds of times those who 
regularly attend a concert, theatre or art exhibition, was 
completely ignored. 

Now at last classes in film appreciation are being included 
in the syllabuses of London County Council evening institutes, 
of the Workers’ Educational Association and of other similar 
bodies^ Youth clubs, likewise, are forming film societies, invit- 
ing film technicians and critics to talk to them, and arranging 
discussions; and the number of 16 -mm. films suitable for such 
societies is steadily growing. The British Film Institute has done 
much to encourage this development, especially by providing 
advice, information and training to teachers, lecturers and dis- 
cussion leaders. 

Partly the accident of my position and partly a strong 
personal interest have caused me to take a considerable share 
in the film appreciation work of the FUm Institute, and in the 
course of it I have been struck time and time again by the fact 
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that there was no single book in which the fundamentals of 
fihn criticism were simply yet comprehensively set forth and 
which could confidently be recommended to anyone becoming 
seriously interested in the cinema for the first time. The present 
book is an attempt to fulfil that piupose. Its material has been 
drawn largely from lectures I have given since 1938, and especi- 
ally from the lecture courses given at the City Literary Institute, 
London, in 1944, 1945 and 1946. It is of the essence of the 
book’s purpose that such claim to originality as it may have 
lies more in the arrangement of the content than in tlie content 
itself. The need of the moment, as I see it, is that the ideas so 
familiar to a small group of enthusiasts shall be given the 
widest possible currency, and if I can make any contribution 
to this end, my aim will have been achieved. 

From the outset this book was conceived as an introduc- 
tion to criticism, and in writing it I have always been at some - 
pains to distinguish what is relevant to criticism from what is 
irrelevant. Thus it is important to understand something of the 
function of music in the film, and where it may be used, but it 
is not essential to understand precisely the difference between 
a variable area and a variable density track; again, while the 
chapter on the structure of the fiction film may help the appren- 
tice script-writer to clarify certain of his ideas, it is not in any 
sense a guide to script-writing, since it only includes the most 
important of those aspects of story construction which I be- 
lieve to be relevant to my critical purpose. 

The science of criticism (for it is art and science both) is 
based on the assumption that all the best work in any medium 
obeys certain common laws which we can elucidate and which 
we can subsequently apply to other work in attempting to 
analyse the impression it makes on us. It cannot be said too 
often, however, as much for the sake of experienced critics who 
sometimes fail to apply in practice what they know so well in 
theory, as for the sake of those coming fresh to criticism, that 
these laws are not finite laws made to be applied rigidly and 
mechanically. The critics -endeavour to formulate them, but it 
is the artists who make them, and the artists who, by the same 
token, may break them to establish new laws. It is in this way 
that art progresses. The critic must apply the rules and en- 
deavour to judge by their light, but a work is not always and 
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irrevocably to be condemned because it disobeys them. It is in 
this constant weighing of the rules against the facts of one’s 
experience, no less important than the weighing of the facts 
against the rules, that criticism itself becomes an art. 

In the last analysis, the art of the film , like all representa- 
tional art, is to be valued primarily as the expression of an 
attitude to life. Technique is only a means td this end. That is 
why this book, which is chiefly concerned with technique, can 
be nothing more than an introduction. It is the human values 
which ultimately count, not the use of an original camera angle 
or a piece of clever cutting. All that a book can do is to give 
certain information and suggest certain lines of thought which 
will set the reader in the right direction and help him to express 
himself more exactly. 

Finally, I hope that what I have written may prove to be 
at least of indirect assistance to film technicians by helping to 
stimulate the public appreciation without which, in this art 
above all, work of integrity and value is virtually impossible 
to produce. 

It will be seen that the book falls into two parts. The first 
is an introductory section, giving essential practical information 
on the organisation of film production and on the apparatus 
used. Those to whom this material is familiar will find it con- 
venient to embark forthwith on the second, and main, part, 
which deals with problems of technique and criticism. 

I am greatly indebted to Mr. Anthony Asquith, Mr. Thorold Dickinson, 
Miss Rachael Low, Dr. Roger Manvell, Mr. Ivor Montagu, Miss Dilys Powell, 
Mr. Paul Rotha, and Mr. Arthiar Vesselo, all of whom read the book in MS. 
or in proof, and offered most helpful criticisms and suggestions. Wherever 
possible I have acted on their advice, but they have, of course, no responsibility 
for the book in its final form. I should also like to thank Mi*. Howard Cricks 
for assisting me with certain diflSculties in the glossary, and Dr. Brav for advice 
which I found helpful in writing the chapter on film music. 

For assistance in the preparation of the diagram on sound film assembly 
facing page 35 I am grateful to Ealing Studios for supplying (from Nicholas 
Nickleby) all the pictures and film strips, with the exception of the picture of 
the printing machine kindly provided by Mr. Richard Grey from his film. 
The Birth of a Film; to Mr. P. A. Haymsen for photographing the film strips; 
'to Mr. Ernest Baker for help with the art work; and to Mr. Harold Brown for 
general technical advice and assistance. 

I also wish to express my thanks to the following : — 

British National Films, Mr. Patrick Hamilton, and Miss Bridget 
Boland for allowing me to use the extract from the script of Gaslight 
on page 185. 
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The G.P.O. for permission to quote W. H, Auden’s verses from 
Nightman on page 151. 

Mr. George Pearson for permission to use the quotation on page 155. 
General Film Distributors for enabling me to reproduce the frames 
from Brief Encounter facing page 51. 

The National Film Library for supplying me with stills from UAtalante^ 
Backstairs^ Carnet deBal, Metropolis^ Baby s Breakfast, Queen Victorians 
Funeral, The Life of Charles Peace, Intolerance, Mother, Berlin, Drifters, 
October, The Last Laugh, DieEwige Maske, Thy Soul Shall Bear Witness, 
and Battleship Potemkin, 

The film companies which have enabled me to reproduce stills as follows : — 
Allied Artists {The Gold Rush), Associated British Picture Corporation 
{While the Sun Shines), Cineguild {Brief Encounter), Columbia Pictures 
{It Happened One Night), Ealing Studios, Ltd. {Johnny Frenchman), 
Gainsborough Pictures {Man of Aran), Mercury Productions {Citizen 
Kane), Metro-Goldwyn-Mayer Pictures {The Night is Young, Saratoga, 
Idiofs Delight, Gone With the Wind), Paramount Pictures {The Texans)^ 
Paris Films {La Bite Humaine), R.K.O. Radio Pictures {Notorious), 
Trafalgar Productions {Dreaming Lips), Twentieth Century-Fox 
{Murder Among Friends), Two Cities {Hungry Hill, Odd Man Out), 
Walt Disney Productions {Fantasia), Walter Wanger {You Only Live 
Once, Stagecoach), Warner Brothers {Scarface, We Are Not Alone, 
Juarez, The Story of Louis Pasteur), 

The authors, publishers and copyright owners who have allowed me to 
quote from their publications. The sources of all such quotations have 
been given in the text, with the exception of those at the heads of 
chapters, i.e., on pages 3 and 69, taken from Grierson on Documentary, 
ed. Fors 3 ^ Hardy, pub. Collins; on page 19, from Anatomy of Motion 
Picture Art, by Eric Elliott, pub. Pool; on page 35, from How They 
Do It, by Karel Capek, pub. Allen and Unwin; on page 47, from All 
Trivia, by Logan Pearsalf Smith, pub. Constable; on pages 97 and 117, 
from The Notebooks of Leonardo da Vinci, trans. and ed. by Edward 
MacCurdy, pub. Jonathan Cape; and on page 141, from The Greek 
View of Life, by Lowes Dickinson, pub. Methuen. 

Finally, I should like to record my gratitude to Miss Norah Traylen, for 
her constant and sympathetic encouragement and for devoting many hours of 
her leisure time to helping with the typing of MS. 

My greatest debt is inadequately expressed in the dedication. 
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1. THE DIVISION OF TALENT 


The cost of a film ranges between 
the price of a hospital and the estimated 
cost of clearing the slums of Southwark 
JOHN GRIERSON 


IN ITS METHODS of production the film represents a complete 
departure from the practice of the other representative arts. 
A play, a poem, a novel, a piece of sculpture, a musical com- 
position or a painting all have this in common that each is 
normally the unaided work of a single person, the individual 
creative artist. George Bernard Shaw, for example, in the 
preface to Immaturity, describes how he served his literary 
apprenticeship: “I bought supplies of white paper, demy size, 
by sixpennorths at a time; folded it in quarto; and con- 
demned myself to fill five pages of it a day, rain or shine, dull 
or inspired. I had so much of the school-boy or clerk still in 
me, that if my five pages ended in the middle of a sentence, I 
did not finish it until the next day. On the other hand, if I 
missed a day, I made up for it by doing a double task on the 
morrow. On this plan, I produced five novels in five years.” 
Again, Benedict records that when he visited Beethoven in 
1 822, he found him at work on his Ninth Symphony, composing 
in. a room “in the most appalling disorder— music, money, 
clothing on the floor, the bed unmade, broken cofiee-cups 
upon the table, the open pianoforte with scarcely any strings 
left and thickly covered with dust, while he himself was 
wrapped in a shabby old dressing-gown.” 

Given the barest necessities of food, shelter and the modest 
materials of their craft, nothing stands between such men and 
the creation of works of the highest order, beyond their own 
personal limitations; and the value of the best Which they 
produce depends essentially on the fact that it is the unfettered 
expression of an individual mind of exceptional quality and 
power. 

The normal method of film production, on the other hand, , 
requires the co-operation of*masiy caraftsmen and technicians 
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working together as a team, as a production unit. To point 
the contrast, let us set beside the glimpses of Shaw and Beet- 
hoven at work, a glimpse of Walt Disney at work. He is 
engaged in a story conference on one of the sequences of 
Fantasia, Moussorgsky’s Night on The Bare Mountain', the music 
has been played through while the outline story-sketches have 
been projected one by one . on to a screen at the appropriate 
moments, and the conference then proceeds as follows: 


B : I think it seems alright. 

J : It seems a little incongruous. 

Walt : We have to have a little more chance for the audience to 
understand what this whole thing is about on Bald Moun- 
tain. The result now is confusing. 

D : If you stuck to a simple theme like having the graveyard 
spirits come out instead of going to the town, that might 
simplify it. 

Walt You mean you worry about the town? 

D Yes. 

Walt It sort of symbolises something. The forces of good on 
one side and of evil on the other is what I’m trying to see in 
the thing. What other reason can there be for it? 

D : Well, the devil convokes all these spirits in the air and also 
brings them from the ground. 

Walt : Everything comes from the town, doesn’t it? The same 
as the good comes from the town? 

D : The music seems too strong for just what there is here on 
the town. It seems to me it woidd be more appropriate if 
you stayed on the mountain and showed wild things 
rushing about and stormy skies — ^instead of cutting into a 
placid town with all this racket going on. 

B ; You can get a lot of interest out of the town. 

J : I don’t think the town will be placid when the spirits come 
down from the mountain. Everything is active. The 
shutters on the windows and everything will be alive as 
though bewitched. Then when you come to the end of 
the town, here is the graveyard, and you follow up with 
those spirits. I think that will be cleared up as soon as it 
is properly represented. 

B : I was just thinking of a simplification of it. 

J : I think it’s swell. 

Walt : I think you should do more with the spirits retreating, too. 
The devil pulling all the stuff out of the mountain doesn’t 
seem to mean anything to*me, now. 
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At this poiat in the conference a silence ensues. . . . Suddenly — 

Walt : If anybody has any thoughts, speak out If you think it 
stinks, say so. ff you think it needs something, well what 
about it? 

There have been films in the history of the cinema which 
have been so far conceived and brought to completion by single. 
individuals as to be properly regarded as one-man productions, 
but they are the exception, not the rule. Normally a film is made 
by a co-operative group, die production unit. Film publicists of 
HoEywood, searching for impressive statistics, have been able 
to compute that 246 different trades, crafts and professions are 
brought into the making of a single American film. 

It is in America, of course, that the organisation of pro- 
duction is most highly standarc^ed, and a brief sketch of the 
American system, which has become the accepted pattern for 
studio organisation elsewhere, wiU help to make clear the duties 
and responsibiEties of the prindpal technicians concerned. It is 
important that at the outset of a survey which wiE involve fre- 
quent reference to producer, director, editor, shooting-script, 
and the Eke, we should understand as precisely as possible what 
is meant in each case. 

The manager of the film studio is known as the producer. ; 
He is responsible for the efficient running of the studio, and for 
the commercial success of its productions: responsible, that is 
to say, to the board of directors which controls the company’s 
finances. The producer is aEocated a certain sum of money to 
spend during the year, and it rests with him to plan a programme 
of production within the limits of that expenditure which wEl 
show a sound financial return. The film producer is not the 
equivalent of the theatrical producer. Primarily he is a busmess 
man with a specialised knowledge of pubEc tastes and fashions 
in film entertainment, an impresario rather than an artist. 

The producer’s first task in making a film is to find a suit- 
able story. To assist him, the studio employs a number of 
readers and scouts, under the supervision of a story editor, to 
comb through books and magazines, and to watch new plays, 

♦Quoted by Professor Robert D. Feild in The Art of Walt Disney (Collins, 
London, 1944). A stenographer is present at all story conferences in the Disney 
Studio to record the proceedings, so that a report can be circulated to all con- 
cerned on the following day. 


5 


THE ART OF THE FILM 

for material wtiich might lend itself to film adaptation. Plays 
and novels which have already achieved a wide popularity lend- 
ing itself to further commercial exploitation will be considered 
even when these subjects are not particularly suitable to the film 
medium. 

Although a studio draws much of its story material from 
such outside sources, a certain amount may be original material 
drafted by writers inside the studio. They may be commissioned 
to write, or may themselves submit, stories designed to suit 
certain stars, or to repeat former successes, or to exploit sub- 
jects of topical interest. Original work by free-lance writers un- 
known to the studio stands little chance of acceptance. At this 
’) stage the story is normally presented in the form of a synopsis 
\ of a page or two, in which the bare outline of the action is set 
out in the briefest possible form to enable its character and 
merits to be judged. 

When a story has been chosen, its production is entrusted 
to an assistant known as an associate producer, who then be- 
comes responsible, under the producer, for coping with aU the 
problems, financial, technical, artistic and personal, which the 
making of the film may involve. In a large studio there may be 
as many as eight or ten associate producers, and each one will 
be recognised as having a special aptitude for certain types 
of film. 

The associate producer begins his work by selecting a writer 
who can be trusted to take the story in its original synopsis form 
and follow it throu^ the various drafts which will be necessary 
before it is ready for shooting. He may appoint one of the studio 
writers, or a free-lance; the one essential requirement is that 
his talents should suit the character of the story. In the course 
of work on the story, the associate producer may also call in 
other specialist writers, one to contribute new situations, an- 
other to add some light dialogue, a third to tighten up he 
continuity, and so on. This is why several people are frequently 
mentioned in the credit titles of a film as being responsible for 
the script. 

It is probable that a director for the film will have been 
chosen by the producer; if not, one must now be appointed by 
: the associate producer. The main function of the (Sector is to 
take charge of the shooting of the picture on the studio floor, 
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that is, to direct and rehearse the actors, and to decide how 
each shot is to be taken. Of all the technicians engaged on the ' 
production he is the most important, since it is he who is finally 
responsible for the way in which the suggestions contained in 
the shooting-script are translated into moving pictures and 
sound. In order that he should be able to fulfil this central func- 
tion most competently, it is desirable that his influence should 
extend both backwards and forwards: before shooting it is not 
only desirable that he should consult at every stage with such 
immediate colleagues as the art director, the composer, and the 
cameraman, but he should also york in the closest sympathy 
with the writer; after shooting, there should likewise be the 
closest co-operation between himself and the editor, since the 
way in which the director has planned each shot will naturally 
have been conditioned by the function which he foresees it as 
playing in the final assembly. Writer, director and editor are the 
three main contributors to a single craft, the craft of narration 
or exposition in the medium of moving pictures and sounds. If 
their work is to have the unity of style and purpose which char- 
acterises the best kind of exposition, and certainly all art, then 
it is essential either that they should work together in the closest 
harmony, or that one of the three minds (and it is usually the 
director’s) should dominate the labours of the other two. There 
have even been notable cases where the director has taken on 
hims elf the responsibility for all three functions. There are like- 
wise other cases where writer, director or editor has been at 
variance with, or even indifferent to, the ideas of his colleagues, 
and the consequence is all too apparent in the finished film. 

Most directors have a preference and a special aptitude for 
making certain kinds of film, and many of them develop a 
marked personal style which is as recognisable as the style of 
an author. The producer will, therefore, endeavour to choose a 
director whose talents and style are appropriate to the type of 
story which he has in hand. 

The director begins his work by discussing the first draft of 
the story with the writer. When to first draft is completed to 
the satisfaction of producer, director and writer, it goes to the 
production office which supervises the budgets and co-ordinates 
the activities of all the specialist departments in their work on 
the various studio productions. The task of the production 
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office is to translate the story draft into terms of manpower and 
materials, so that an estimate of its cost can be prepared. To 
supervise this work, the production office appoints a unit man- 
ager to look after each production. 

The director, in the meantime, will have chosen his assistant 
director. The designation is a little misleading, since this person 
does not, in the strict sense, assist in the direction of the picture, 
nor is he necessarily on the verge of developing into a fully- 
fledged director. He is the director’s factotum, his slave-of-the 
lamp, and would more accurately be described as “director’s 
assistant.” When the director decides that certain properties 
must be obtained, that certain locations must be explored, that 
certain types must be secured for a crowd scene, it is normally 
the assistant director’s job to obtain, to explore, to secure. In 
short, his function is to relieve the director as far as possible of 
material worries so that he can have freedom to concentrate on 
ideas and effects without too close a regard to the details of 
their realisation. 

It is in consultation with the assistant director that the unit 
manager analyses the script and prepares a breakdown showing 
exactly what each department will be required to contribute to 
the production. The erection of a given set, for example, will 
not only concern the art department, but also the carpentry, 
paint, upholstery, property and electrical departments. When 
each department has submitted its own estimate of cost, the 
production office is in a position to estimate the cost of the 
complete production. If this exceeds the amount which the 
producer originally allocated to it, the writer and director must 
either justify the increase of expenditure, or they must make 
revisions in the story which will bring it within the limits of the 
producer’s budget figure. 

During the preparatory work on the film, which may take 
three or four months, the director also has frequent consulta- 
tions with his art director and cameraman. The art director is 
responsible for designing the studio sets, including both back- 
grounds and furnishings, and in some cases the actors’ costumes 
as well. He must be at once artist and architect and practical 
film technician. In designing his sets he has to bear in mind not 
only the needs of the director, but also of the cameraman who 
has to light and photograph them, and the sound engineer who 
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has to record in them. Frequent discussions with these col- 
leagues wUl be necessary and small models are often made, so 
that everyone concerned can see what the finished sets will be 
like, and make suggestions for their improvement. The art direc- 
tor must also have a detailed knowledge of the technical possi- 
bilities of the special effects department. By the use of technical 
tricks and special printing processes, of models and back- 
grounds, he can create the illusion of settings which it would 
be far more expensive, or even perhaps impossible, to build 
full-size on the studio floor. 

If the director wishes to have music for his film, he will call 
upon the studio’s music department. Usually one composer is 
assigned to a production, but in the case of a musical, song 
writers may also be engaged. At this early stage, when the fiilm 
still has to undergo many alterations, the composer does no 
more than sketch in his themes for the various scenes, working 
to the director’s requirements. He will not write the complete 
score until the shooting and editing have been completed, and 
he can fit his music exactly to the length of the scenes. 

The final draft of the story, known as the shooting-script, 
is eventually completed to everyone’s satisfaction, and the 
picture is then described as ready for shooting, or ready to go 
on the floor. Since it is neither economical nor convenient, how- 
ever, to shoot the scenes in the order in which they appear in the 
story, the assistant director works through the shooting-script 
and makes out a shooting schedule, which is a day-by-day time- 
table for the shooting, with the scenes regrouped so that as far 
as possible those with the same set or location, or requiring the 
same group of actors, can be shot together. 

The opening sequence of the film, for example, may take 
place on the deck of a liner, the main part of the action in the 
port at which it docks, and the final scene on board again as 
the liner once more puts to sea. In such a case the two scenes 
on the liner’s deck will be shot one immediately after the other, 
although in the finished film one is to appear at the beginning 
and the other at the end; the editor will put them in their 
proper place when he assembles the fihn. In the meantime the 
liner set can be dismantled, and valuable studio space cleared 
for a new set. 
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Tto method of shooting is not without its difficulties. It 
requires the film actor to make adjustments which the stage 
actor, playing his part straight through from beginning to end, 
never needs to make. It also demands a most careful attention 
to detail if clumsy breaks in continuity are not to arise. In bring- 
ing together shots which are widely separated in the film story, 
the shooting schedule also, of course, separates shots which in 
the finished film will follow one another. A man may be shown 
stepping from a drawing-room in one shot to a garden in the 
next: but the shooting of the action in the garden may have 
taken place a fortnight before that in the drawing-room. If' 
the actor has chosen in the interim to discard his brilliantly 
striped tie for a brilliantly spotted one, the result will be disas- 
trous; as he is shown stepping from drawing-room into garden, 
his tie will appear to undergo a magical change. To guard against 
errors of this kind is the task of the continuity or script girl, 
who sits at the director’s side making detailed notes of every 
shot as it is taken. 

Because of the importance attached to the star in com- 
mercial entertainment fflms it is highly probable that when the 
producer first chose the story, and decided to entrust it to a 
particular associate producer and director, he chose the stars 
at the same time. He may even have set out by looking for a 
story to suit a particular star. At any rate, the starring players 
will have been decided at a very early stage in the production. 
Thereafter the studio’s casting director is called on to select the 
supporting players, subject to the approval of associate producer 
and director. 

As the time for shooting approaches, the leisureliness of 
the earlier preparations gradually disappears, and the produc- 
tion unit works itself into a frenzy of activity. The studio sets 
are built and decorated; the stars are tested for make-up and 
wardrobe; last-minute changes of all kinds have to be made; 
plans which have gone wrong have to be put right; tempers 
which have become ruffled have to be smoothed. 

The process of shooting a film iii the studio normally takes 
i about two months, although for some films, especially where 
there is a good deal of shooting on location, the time taken 
may be longer. The taking of a sin^e shot involves a great 
amount of preparation. In order to light the set effectively, the 
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cameraman will need a considerable number of lamps, and these 
have to be feed in position, and cables run to them; many 
minor adjustments may have to be made before the cameraman 
is satisfied with his lighting. The recording engineer also gets 
to work placing his microphone and making adjustments to 
secure the best sound effects. The set is dressed with the neces- 
sary props, last-minute minor alterations may be made to the 
set itself, and any special effects which may be required, such 
as the production of fog effects or the like, are tested. It is at 
this stage that the stand-ins appointed for the principal players 
are brought in to enable the technicians to make their tests for 
position, viewpoint and lighting. Then the players, who have 
been kept waiting while all this preparation takes place, come 
on to the set to rehearse their words and actions imder the 
supervision of the director. 

When the director feels that everything is as well as it can 
be, the shot is taken. If he is not entirely satisfied, or if he wants 
to make assurance doubly sure, he may order one or more re- 
takes to be made before going on to the next shot; it is much 
more economical to expose some extra film than to be com- 
pelled to construct the set-up all over again later on. Working 
in this way, a unit 'will on an average shoot, during the course 
of an eight-hour day, a quantity of film which will account for , 
only three to six minutes’ running-time of the finished picture. 
At the end of the day, the film is sent to the laboratories, where 
the negative of each shot is processed, and a print taken from 
it. These prints, known as “rushes” or “dailies,” are seen nfet 
day by the director, editor and other principal technicians, in 
the studio’s viewing theatre. The set is not dismantled until fee 
“rushes” have been approved. 

When the shooting has been finished, it becomes fee job 
of the editor to cut and assemble fee various shots. He begins 
by making what is known as a “rough-cut,” which is a first 
rough-and-ready joining-together of fee shots in their proper 
order. This is viewed by the producer and director, any retakes 
or additional connecting shots which may seem desirable axe 
and then fee actors and technical crews are finally dis- 
missed and the sets demolished. 

The editor then sets to work to improve his rough-cut. He 
pays fee very closest attention to fee exact length of each shot, 
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and to lie precise point at which he shall make the transition 
from one shot to the next. Sometimes he finds he can improve 
on the original by omitting certain shots altogether, or by re- 
arranging the order of the shots. It might appear that the work 
of the editor would be largely mechanical, especially where the 
shooting-script has been exactly worked out, since he has the 
script to follow. A good editor, however, can play a part in the 
creative work of a film. A script is never conceived to perfection 
if only because a film is so largely concerned with movement, 
which cannot be exactly foreseen or controlled; not until the 
movemeiit is permanently fixed in the cinematograph shot does 
it become possible to dedl with it in exact terms. Obviously the 
editor cannot achieve miracles when he is given bad cinemato- 
graphic material: but given good material, he can give its as- 
sembly a unity, a tempo, a dramatic force, which, deriving its 
origin from the script, nevertheless goes beyond what the script 
alone could provide for. 

When the editing of the picture print has been completed, 
such devices as dissolves, wipes, and fades are added by the 
processing laboratory; the composer writes the full score for 
the music, timing it to fit the scenes exactly; and the music 
and any other additional sound effects required are recorded. 
Finally, aU the recorded sound (dialogue, music and sound 
effects), which will be on several different tracks, is re-recorded 
on to a single track, and the picture negative is cut to match the 
edited picture print. From this final track and the picture nega- 
tive, the first print, combioing both picture and sound, can be 
struck. 

Such a bald and abbreviated account as this, with each 
stage of the process neatly divided and docketed, must inevit- 
ably give to production the appearance of an altogether soul- 
less and uninspiring routine; in fact, it is so far the contrary 
that those who work in the studio, from the director down to 
the merest prop hand who puUs the invisible wire which makes 
a studio palm tree sway gently as in the wind, are held by a 
magic from which they seldom find or desire release. In the well- 
run studio each technician is conscious of being a member of 
a creative team; there is an infectious air of enthusiasm which 
engenders a free and easy camaraderie between art director and 
cameraman, star and clapper-boy. Clashes of opinion and tem- 
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perament arise, of course, but they have to be reconciled in the 
interests of the production as a whole, and an ability to work 
well with others is indispensable. 

It is evident that the large Hollywood studios are highly 
departmentalised, and that this explains the standardised pro- 
duct which emerges from them, but there are numerous excep- 
tions. Charlie Chaplin, who has borne the sole creative 
responsibility for all of his later films, is one. Paul Muni, to 
judge by his own account, is another; instead of being assigned 
to a part in a film already chosen by the producer, he chooses 
his own fiObms. “My arrangement with the studio,” he wrote in 
1938, “gives me a choice of four stories at a time, which the 
studio submits to me three months before production. I select 
two of these for my year’s work, or two from a second group if 
none of the first are satisfactory. The choice is marip from a 
script which may vary from a ten-page synopsis to an elaborate 
treatment. ... If a synopsis is submitted, the studio supervisor 
usually discusses it with me so that we may nail down the 
writer at the earliest stage in his work, and teU him hopefully 

what we want when he is called into conference 'W^en the 

writer is at work, the production supervisor confers with him 
frequently to bring his script closer to what we think it should 
be. At the end of this period the first rough draft appears. This 
reaches me, and I take it home, go through it, talk it over with 
my wife, and expose it to every critical spotlight I can find. 
Again the producer, writer and I confer. This time we reach a 
final decision on the script. Now the director comes into the 
conference. . . .”* 

Outside Hollywood one finds more marked variations. In 
England, where production is on a smaller scale and, therefore, 
less highly organised, there is certainly a much greater measure 
of freedom, and the same is true of France. The director Harry 
Watt has recently described how he was sent by his employers, 
Ealing Studios, to Australia to make a film, how he arrived 
there alone with only a suitcase, how he spent months exploring 
the country, looking for a subject and a story, and how he 
finally collected a team of technicians together and brought 
back the film The Overlanders. Thorold Dickinson, again. 


* We Make the Movies, ed. Naa<y Naumberg: Faber, London, 1938; p. 132. 
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worked on the idea of his film, Men of Two Worlds, with his 
script-writer, associate producer, cameraman and art director, 
and this small group went to Tanganyika to study the back- 
ground, carry out research, and shoot material on location. 
Later, they' returned to this country, and the film was completed 
at Denham Studios with a full production staff. The production 
units of documentary films and short films generally are, of 
course, very much smaller, and in such cases it is even com- 
moner for the director to follow a film through from be ginning 
to end, writing the script, supervising the shooting and doing 
the cutting. Some of these films are made by selecting and as- 
sembling material which is already recorded on film, and in 
such cases the work of the director is entirely one of editing. 

Although this account of production procedure is, there- 
fore, an accurate one as far as it goes, and has for us the merit 
that it indicates the fxmctions of each of the principal tech- 
nicians on the assumption that he does precisely what his title 
indicates and no more, it must be accepted with these two im- 
portant qualifications: that it is likely to be found in its entirety 
only in large, highly standardised studios of the Hollywood type 
and varies from one country to another, from one studio to 
another, from one type of film to another, and even from one 
production to another; and that because those concerned are 
all of them, in their own spheres, creative workers conscious of 
making a vital contribution to a work of the imagination, there 
is an all-pervading atmosphere of creative excitement and an, 
eagerness and freedom of co-operation which the dissecting 
description entirely fails to convey. 

This means, incidentally, that in order to read the credit 
titles of a film correctly, it may not always be sufficient to know 
what the titles signify in general; one may also have to take 
into account the particular circumstances of the production or 
the personalities of those engaged in it. For example, although 
two well-known directors, Frank Capra and David MacDonald, 
were responsible for the form of Tunisian Victory, they did not, 
of course, direct the film in the accepted sense; their work in 
this case consisted almost entirely of editing material which had 
already been shot on the battlefield by army cameramen. Again, 
those qualified to judge have no doubt that Anthony Asquith 
was the real director of Pygmalion, althou^ much publicity 
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was given to the producer, Gabriel Pascal, and the direction 
was credited to Asquith and Leslie Howard jointly. A third 
example is the case of such a man as Eridi Pommer who is 
described as a producer, but who has always interested himself 
so actively in the creative work of his films that they are stamped 
more with the personality of Pommer than of the director 
working under him.* 

Because so many highly-skilled technicians and craftsmen 
and elaborate technical resources are required, the making of a 
film is expensive in the extreme. Normal production costs for 
a feature film to-day vary from £100,000 to £250,000; the cost 
of Henry V is reputed to have been £500,000, Wilson £750,000 
and Caesar and Cleopatra £1,250,000. Such sums are made 
possible by the very low costs of distribution and the enormous 
size of the mass film audience. When a producer has spent (to 
take our most modest estimate) £100,000, he finds himself with, 
perhaps, twenty tins of film negative (ten for the picture and 
ten for the sound-track). To make a positive projection print 
from this negative might cost no more than £40, and if one 
supposes that for distribution in this country fifty such positive 
prints are made (and the number is seldom greater) this would 
give a total cost, for prints only, of £2,000. The huge cost of 
production is recovered by securing the widest possible exhibi- 
tion of these cheaply made positive prints in dnemas which are 
inexpensive to maintain in relation to the many hundreds or 
thousands of people they can hold. Moreover, after the produc- 
tion cost has been recovered, dU additional income, owing to 
the cheapness of distribution, is mainly profit. If out of twenty 
miUion people (and the weekly cinema attendance in Britain 
is in the neighbourhood of thirty million a week) ten million 

♦Presumably the system of the Ufa Studios where Pommer first worked 
was responsible for this. The director Robert Stevenson, reading a paper to the 
British Kinematograph Society in 1933 on his experiences in German Studios, 
said: ^‘Nowadays in the German system, the director is dependent on the pro- 
ducer in the sense that the producer conceives the film from the outset and brings 
it to birth, while the director is a craftsman, just as much as the cameraman is. . . . 
A man like Pommer who, without being a director, chooses the subject, develops 
the script, guides the director on the floor, and supervises the cutting, can im- 
press his personality and his imagination upon a group of pictures in a way 
that is quite impossible either for a head office committee, or a director working 
unsupported.” (Proceedings of the British Kinematograph Sodety, No. 20: 
1933.) 
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want to sw one kind of film, and ten million want to see an- 
other, two different films have to be made, each with a circula- 
tion of only ten million; but if all the twenty million can be 
persuaded to accept the same kind of film, a producer can get a 
circulation twice as large for a single film, and the additional 
circulation will produce a maximum of profit for a tninimum of 
expenditure. That is what gives the film industry a constant 
incentive to provide for the widest possible levels of public 
taste, and to ignore minority preferences. 

In no other art is the artist so completely dependent on 
public approbation. A man who is determined to succeed as a 
writer can buy his paper, “sixpennorths at a time,” and write; 
his other main requirement, as Anthony Trollope put it, is a 
piece of cobbler’s wax to keep him fastened in his chair. But a 
nascent Bernard Shaw of the screen, however convinced he may 
be of his own ability, will have no chance of making a film un- 
less he can command large capital resources. If he has none of 
his own, he must either work m some subordinate capacity for 
those who have, and help to put their ideas on the screen, or 
else he must borrow, and this he will only be able to do if he 
can produce convincing assurance, not only that the money will 
not be lost, but that it will yield handsome dividends propor- 
tionate to the heavy risks the lenders will be incurring; that is 
to say, he must convince his backers that the film will be well 
distributed and that it will have the widest possible appeal. 

Whatever we say or believe about the art of the film will 
finally have to be measured against these hard facts. It is true 
that they are severely discouraging to original experimental 
work, and may even prevent the emergence of real talent; as 
John Grierson has said, “in the practical issue nothing is quite 
so diffident as a million dollars.” On the other hand, they ensure 
that the cinema shall remain an art of the people, and thus 
protect it against that loss of vitality which overtakes an art 
whenever it loses its social purpose and becomes the obscure 
cult of a precious elite. It behoves the common people, how- 
ever, to recognise that their position as the true patrons of the 
cinema confers on them responsibilities as well as privileges; 
for when we say that the film-maker is dependent on substantial 
financial backing this means that in the long run he is dependent 
on those from whom the financiers expect their profits to come. 
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Alfred Hitchcock once said: “The art of directing for the com- 
mercial market is to know just how far you can go. In many 
ways I am freer now to do what I want to do than I was a few 
years ago. I hope in time to have more freedom still — ^if audi- 
ences will give it to me.”* 

Film technicians want to make good films but they cannot 
make them without the support of the public. The unfortunate 
thing is that the members of the public do not yet realise their 
power. They go to the cinema week after week because it is 
somewhere to go, because it is near at hand, reasonably cheap 
and comfortable, because it offers an attractive form of escape 
from the dull round of dty life especially, and because it is a 
place in which to enjoy a cosy communal feeling without the 
obligation to perform any of the duties which membership of a 
community normally demands. Some films they find entertain- 
ing, others boring, but week after week they go, led on by habit 
and the persuasions of the trailers, not understanding that every 
time they pay to see a film and sit undemonstratively through it, 
good, bad or indifferent, they are casting a vote for more films 
of the same kind. 

I am under no illusion that a more critical and discriminat- 
ing public would of itself ensure us a free choice of the best 
that the art of the film could provide: the problems involved 
are as much economic and political as social. In a democratic 
state, however, it is essential that the public should understand _ 
the issues involved, and above all, should be able to express 
and justify to themselves and others their preferences in film 
entertainment before any political action can be initiated, or 
before it can reap its full benefit. Even a nationalised film in- 
dustry (if nationalisation should be thought the proper solution) 
could not afford to give the people better films than they were 
willing to accept. 

This is the justification of the study on which we are about 
to embark. 

^Footnotes to the Film, ed. Charles Davy; Lovat Dickson, London, 1937; 
p. 15. 
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3. CLeft) Set design by Paul Lent for backstairs (hintertreppenJ. CRight) 
The set as constructed. (It will be noticed that the shut-in effect which Leni 
obtained by designing within a vertical frame is largely lost in the horizontal 
frame of the screen) 
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2. THE FILM-MAKER’S TOOLS 


Although the motion picture medium more than 
any other calls for the imaginative mind, more than 
any other too, it calls for the practical mind 
ERIC ELLIOTT 


THE INVENTION of the cinematograph, which was completed 
by 1895, was the result of combioing the principles, of three 
previous inventions, the magic lantern, photography ’and that 
species of optical toy which gives the appearance of movement 
to a rapid succession of static images. 

One of the best knovra of optical toys was the Zoetrope 
or Wheel of Life, the earliest reference to which is the following 
description by W. G. Homer in an issue of The Philosophical 
Magazine for 1834: “The apparatus is merely a hollow cylinder, 
of a moderately high margin, with apertures at equal distances, 
apd placed cylindriCaUy round the edge of a revolving disc. Any 
drawings which are made on the interior surface in the intervals 
of the apertures will be visible through the opposite apertures 
and, if executed on the same principle of graduated action, will 
produce the same surprising play of relative motions as the 
common magic disk* does when spun before a mirror. ... I 
have given this instrument the name of Daedalum,'f as imitating 
the practice which the celebrated artist of antiquity was fabled 
to have invented, of creating figures of men and animals endued 
with motion.” J 

In another weU-known toy of this kind a number of pic- 
tures, each showing a slightly different stage in some continuous 
action, are printed on the leaves of a flexible book. The bound 
edge is held firmly in one hand and the book is bent back by 

m 

*A reference to another optical toy, the Phenakistoscope, invented a year 
earlier. 

f The name Zoetrope was given to the toy in the United States by William 
E, Lincoln, who took out a patent for it in 1867. 

{Quoted on p. 23 of Hopwood & Foster’s Living Pictures (Longman’s, 
London, 1915), to which the reader is referred fojr a detailed account of these 
optical toys and their history. 
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(Above) Art Director Vetchinsky with a model of a set for hungry hill, later to be 
instructed full size in the studio. (Below) A model of the city of the future used foi 
certain shots in Langes metropolis. 
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the thumb of the other, so that as the thumb is slowly with- 
drawn the leaves fly past the eye in rapid succession and pro- 
duce the illusion of a moving picture. It is a more elaborate 
form of this toy, known as the Mutoscope, which provides the 
mechanism of the moving peepshow machines still to be foimd 
on seaside piers and in amusement arcades.* 

All these devices are dependent on a characteristic of the 
eye known as persistence of vision. If, while one is looking at 
an object, it suddenly disappears, the image of it will remain 
on the retina of the eye for a brief space of time (approximately 
one-tenth of a second) and during that time one will continue 
to “see”* the object although it is no longer before the eye. 
This can easily be demonstrated by a simple piece of apparatus 
cdnsisting of an electric light bulb completely enclosed in a box. 
A small aperture is made in one side of the box, and a disc 
with two opposite quarter segments cut out is fixed to this side 
so that when it is revolved the segments remaining pass across 
the aperture. If the disc is turned slowly the fight coming through 
the aperture will be intermittently cut off. As the speed is in- 
creased the interruptions appear less noticeable. When the disc 
is rotating at such a speed &at the aperture is uncovered twelve, 
sixteen or more times a second, the fight will appear continu- 
ous; the intervening moments of darkness are bridged by the 
persistence of the fight image on the retina of the eye. 

Much the same thing happens with the optical toy. What- 
ever their form, all optical toys are designed to present a series 
of static pictures in rapid succession to the eye. It is essential 
that each picture in the series should be stationary, or approxi- 
mately so, at the moment it is observed, and that the observer’s 
vision should be momentarily interrupted while each picture 
moves away from his fine of sight and the next one comes into 
it. Herein lies the reason for the slits in the Zoetrope. As it 
spins round, the slits pass before the observer’s eye, -each slit' 
m turn revealing the image opposite to it within the cylinder. 
If the band of images in the Zoetrope were run continuously 
past the eye (an effect which can be obtained by looking at 
them oyer the rim of the cylinder instead of throu^ the slits) 

*A considerable collection of optical toys, as well as early cinematograph 
apparatus, may be found on display at the Science Museum, London, 
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the result would be merely an undistinguishable blur. Given a 
succession of stationary pictures, however, the persistence of 
vision bridges the gap between them and creates the illusion, 
not only of an unbroken visual impression, but also, since the 
pictures represent successive stages in a piece of movement, the 
illusion of seeing that movement re-created. 

The vogue of the optical toy began in the early eighteen- 
thirties. The earliest photographs of unquestionable date are 
those made by Niepce and Daguerre in 1839. After that it was 
clearly only a matter of time before ingenious inventors, faced 
with such a confluence of possibilities, began to search for some 
means of taking photographs in rapid succession so that they 
could afterwards be merged again, by a device incorporating die 
principles of the optical toy, into a continuous visual image 
with all the movement of the original scene exactly reproduced; 
this once achieved, it was but a short step to add the third 
element, the principle of the magic lantern, and project these 
moving pictures on to a screen. 

A major obstacle to this development was the diffic ulty of 
finding a photographic support which would enable a sufficient 
quantity of photographs to be taken in regular succession at a 
sufficient speed, which, as we have seen, means a speed of more 
than ten a second. The normal support used at the time was 
the glass plate, and although at least one camera which would 
allow a series of glass plates to fall rapidly into position was 
devised, glass was obviously far too clumsy for the purpose. 
Friese-Greene, the En^sh inventor, experimented with oiled 
paper, and on June 21, 1887, took out a provisiohal patent for 
a rapid-action camera made to take perforated strips of “paper 
or other suitable material.”* The solution was eventually found 
in the use of a thin flexible ribbon of transparent celluloid coated 
with photographic emulsion. The earliest apparatus in which 
such a celluloid film was certainly used was the Edison Kineto- 
scope, patented in 1889. This was a form of peep-show machine 
for showing photographic moving pictures to one viewer at a 
time; the photographs were carried on an endless band of per- 
forated film , fifty feet in length. It was from the Kinetoscope 

♦Fiiese-Greene’s champions have taken this comprehensive phrase to include 
celluloid film, with which he also experimented, and claim that the priority of 
his patent entitles him to be regarded as the true inventor of cinematography. 
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that the early film projectors of the brothers Lumifere in France, 
and R. W. Paul in England, and, indeed, the whole commercial 
development of cinematography derived.* A model of the Kin©- 
toscope came into the hands of Auguste and Louis Lumi^re, 
and suggested to them the idea of projecting the pictures on to 
a screen. They called their projector “Le Cin6matographe,” a 
name which has now fallen into common parlance. Their first 
public cin6matograph show was given on December 28, 1895, 
in Paris. In the foEowing year they came to London and gave 
the first public film show in this country on February 21, 1896, 
at the Pol 3 dechnic, Regent Street, London. R. W. Paul also 
adapted the ICinetoscope independently, calling his projector the 
Theatrograph (subsequently the Animatograph). It is said that 
ticlison rejected the idea of projecting the Kinetoscope pictures, 
on the grounds that this would exhaust its commerdal possi- 
bilities too rapidly. 

Anyone who has the opportunity to go into the projection 
box of a modem cinema, and to examine the film which is shown 
there, will find that it consists of a ribbon of flexible, trans- 
parent celluloid, 35-mm. wide,t coated on one side with a 
photographic emulsion. Both edges of the film are perforated 
by a line of regularly-spaced, square-looking holes (sprocket 
holes); these are designed to engage with sprocket teeth in the 
rollers (sprocket wheels) over which the film is drawn in its 
passage through the projector. Along the middle of the film , 
and covering most of the width between the two lines of sprocket 
holes, is printed a series of translucent still photographs (tech- 
nically knowh as frames); the remainder of the width is occu- 
pied by the sound-track. Each frame corresponds to a single 
picture in the optical toy, and successive frames show, step by 
step, successive stages in some continuous movement or action. 
The sound-track, which runs along the length of (he film in the 

♦Perhaps the most striking evidence of the fact is that the standard film in 
use to-day is almost exactly the same in its dimensions as that whidi Edison 
devised for his Kinetoscope; the only important difference is that a sound-track 
has been added. 

tNarrower widths, of 16-mm., 9.5-mm, and 8-mm., all known as sub- 
standard film, axe made for the use of amateurs and for shows given in private 
houses, small halls, schools and other buildings which have no cinema licence. 
All such substandard films are made with a large admixture of cellulose acetate 
which makes them relatively non-inflammable. The celluloid (cellulose nitrate) 
used for standard film is, of course, highly inflammable. 
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form of a narrow continuous band, may consist either of a 
number of transverse lines of various densities (a variable den- 
sity track) or of a series of black-and-white corrugations or 
“mountains” and “valleys” (a variable area track); the differ- 
ences between the two are purely technical and do not concern 
us here. 

In order that this inert ribbon of celluloid can come to life 
as movement and sound, it has to be run through the projector. 
This consists of two main parts, technically known as the 
picture-head and the sound-head. The picture-head (which in 
the days of the silent film, of course, constituted the whole of 
the projector) is nothing more than a kind of magic lantern 
through which the film passes; as it does so, the frames are 
projected on to the screen one after another so rapidly that the 
persistence of vision is able to bridge the gap between them, 
and they merge into a smoothly movmg picture. As we have 
altfcady seen (p. 20), the illusion of movement will only arise 
from the intermittent observation of stationary pictures. This 
is secured in the projector by two devices; the first is an inter- 
mittent movement of the mechanism which draws the film 
through the projection gate in a regular series of jerks and 
stops;* the second is some kind of rotational shutter which 
cuts off the projection beam at regular intervals. As each frame 
is projected on to the screen it is held still for an instant; the 
shutter then passes across the beam, and during this moment of, 
darkness the film is jerked down so that the next frame comes 
into precisely the same position as the first occupied; the 
shutter moves away and this frame is in turn projected. In 
the case of silent film this cycle of operations was repeated 
at a rate of sixteen times a second^ Sound film, however, 
is projected at a standard rate of twenty-four frames per 
second, since for good sound reproduction it was found 
desirable to increase the speed. 

After passing through the picture-head, the film passes 
through the sound-head. Here a thin beam of li^t is projected 
through the sound-track on to a photo-electric ceU, and the 
variations of density or area in the track produce oscillations of 

*So that this jerky movement shall not strain and tear the film, the pro- 
jectionist in threading it throng the mechanism leaves a loose loop of film 
above and below the picture-gate. 
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intensity in the light beam which axe converted into electrical 
impulses; these impulses are amplified, and then carried to the 
loud-speakers behind the screen, where they are converted into 
vibrations of sound. The movement of the film through the 
picture-head, as we have already seen, is intermittent', its move- 
ment through the sound-head, however, must be continuous, for 
any interruption or variation of speed would be audible. 

Technically, the length of film is measured in feet and 
(where a smaller unit is required) in frames. There are sixteen 
frames in every foot of film, so that at the standard projection 
speed of twenty-four frames per second, one and a half feet 
pass through the projector every second, or ninety feet a minute. 
A film lasting eighty minutes, the average length of the present- 
day feature fihn, is, therefore, 7,200 feet long. For convenience 
of handling, such a film is divided into a number of smaller 
rolls called reels. There is no standard length for a reel of film; 
aU that is necessary is that it should be small enough to go on 
to the spools used in the projector, which are usually made to 
take a standard length of one thousand feet.* Usually a reel is 
between seven hundred and one thousand feet. Sometimes the 
length of a film is given in reels, but obviously, because of the 
indeterminate length of the reel, this can be no more than a 
very rough-and-ready guide. 

It should perhaps be added, for the sake of completeness, 
. that a cinema projection-box is fitted with at least two pro- 
jectors. While the &st reel of a film or programme is being run 
on projector one, the second reel is put on to projector two and 
threaded up, so that as the first reel comes to an end, the second 
reel can be immediately started. The first reel is then taken off 
projector one, and the third reel put on, in order that it can be 
started as soon as the second reel comes to an end. Using the 
projectors in this way, and aided by leads and change-over 
cuesf of standard design, the projectionist is able to maintain a 
continuous run which leaves the audience oblivious of the 
switch from reel to reel. 

♦Actually, this statement is no longer strictly true. For many years now, 
projectors have been made to take two-thousand-foot spools, and a two- 
thousand-foot reel is in common use in America, although it has not yet be- 
come standard in Great Britain. 

fSee Glossary. 
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Although, as we have seen, picture and sound appear to- 
gether on the finished projection print, they are originally 
recorded by two quite separate pieces of mechanism. The pic- 
ture is taken in a camera which has all the essential parts of the 
ordinary still camera, but in addition is fitted, like the projector, 
with a mechanism for running film past the camera aperture in 
a series of jerks and stops at the rate of twenty-four frames a 
second. In the early days of the silent film , camera and pro- 
jector were both cranked by hand and the correct speed was a 
matter of individual judgment; to-day they are motor driven 
and the speed can be regulated exactly. 

The film used in the camera is a negative film, and when 
it has been processed its pictures look like the celluloid negatives 
of an ordinfry snapshot camera, the darkest parts of the 
original scene being clear, and the lightest parts dark. Along 
one side of the picture a path of clear transparent film is left 
for the sound-track. This negative print is never used for pro- 
jection, of course; for that purpose a positive copy is printed 
off the negative, and in fact, as we shall see, a mute positive 
(so called because it is the picture only, without the sound- 
track) is made at this stage for use in eating. Apart from the 
fact that the tone values are reversed, and that there is a slight 
difference in the shape of the sprocket holes, negative and posi- 
tive film to the non-expert look exactly alike. Just as in still 
photography, a large number of positive prints can be made 
from one original negative. 

Where sound is recorded during shooting, as in the case 
of a dialogue scene, the words of the actors are picked up by a 
microphone placed as near them as possible; nsuaUy it is sus- 
pended just over their heads, but outside the camera’s field of 
view. The sound of their voices is converted by the microphone 
into electrical impulses which are carried along wires to the 
sound camera. This is entirely independent of the picture 
camera, and is housed in a sound-proof recording room cut 
off from the rest of the studio. Through the sound camera runs 
a length of negative film at a constant speed of ninety feet a 
minute. A lamp shining through a narrow aperture throws a 
small beam of light on to one side of the film as it runs past, 
and is photographed in the long, narrow path w;hich consti- 
tutes the sound-track. The electrical impulsfes carried from the 
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microphone are made to cause corresponding variations in 
either the brightness of the lamp or the size of the aperture 
-through which it shines, the effect in either case being to vary 
the amount of light reaching the film. When this negative film 
is taken from the sound camera and developed, it appears as a 
perfectly blank and transparent celluloid film, except that along 
one side there runs a narrow band of photographic emulsion in 
varying portions of light and dark (the variation being either 
in area or density, according to the method used). 

We now have two lengths of negative film, one known as 
the mute negative (or picture negative or action negative) and 
the other known as the sound negative. The projection print 
is made by printing these two negatives on to a single positive 
film, where picture and sound will be found to fit exactly one 
alongside the other; such a positive film is sometimes described 
as a “married print.” 

In the case of our dialogue scene great care must be taken 
in making the married print to ensure that picture and sound 
are correctly synchronised, so that at precisely the moment we 
hear one of the actors say a word we see his lips form that word. 
If picture and sound-track are printed even two or three frames 
out of step, the difference can be disturbing. It is to facilitate 
synchronisation of sound and picture in such scenes that studios 
employ a clapper boy. At the beginning of each take he stands 
in front of the actors with a board on which is chalked the title 
or number of the production, the number of the scene,* and 
the number of the take; these data will enable the editor to 
identify the shot amongst the many hundreds of others taken 
in the course of shooting. At the top of the board is a pair of 
conspicuously striped clappers, the lower half being a part of 
the board, and the upper half an extension of it hinged to it at 
one end, so that this upper half can be opened and closed with 
a bang. As soon as the picture and sound cameras have begun 
to turn, the clapper boy bangs the clappers smartly together and 
then walks away, leaving the actors to play their parts. The loud 
report of the clappers makes a very well-defined impression in 
the sound-track; the point in the picture negative correspond- 
ing to this wfil be the frame which shows the clappers on the 

*In studio jargon a shot is called a scene, which is a shortened form of the 
term scripUscene (see if. 48). 
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point of coming together. If these two are placed in correct 
relationship to each other,* then sound and picture will be in 
correct relationship throughout the whole of the take. When 
they have served their purpose, of course, these lengths of film 
showing the clapper boy are cut out by the editor. 

All cinematograph film, whether positive or negative, 
sound-track or picture, can be cut with a pair of scissors as 
easily as a strip of paper, and one length of film can be easily 
and permanently joined to another by the use of film cement. 
The ends of film to be joined are trimmed square, a little of the 
photographic emulsion is scraped from one of the ends in order 
to bare the celluloid base, fiOm cement is applied and then both 
ends are pressed together for half a minute. The cement, a mix- 
ture of amyl acetate and acetone, momentarily dissolves the 
two celluloid surfaces with which it comes into contact, and 
creates a celluloid weld which is extremely strong. The process 
is simple enough, and yet, as we shall come to see, the fact 
that it can be done at all has been of major importance in 
determining the character of film technique. 

If one shot is joined to another in the way just described, 
and the whole length of film so made is projected, the second 
shot will displace the first on the screen instantaneously. This 
change is known as the cut. It is the commonest form of transi- 
tion from one shot to another. It is not, of course, the only 
form. If, while taking a shot, the cameraman gradually closes 
the aperture of his camera so as to reduce to zero the light 
reaching the film, the effect on the screen will be that of a fade- 
out; that is to say the shot will gradually fade away until the 
screen is quite dark. Contrariwise, in beginning a shot by grad- 
ually opening the camera aperture, he can produce a fade-in. 
A fade-out or a fade-in can be long or short according to the 
speed with which the aperture is closed or opened. If a fade- 
out at the end of one shot is superimposed on a fade-in of 

♦This somewhat involved phrase is used deliberately, since the correct 
relationship of sound and picture in the married print is not obtained simply 
by arranging that each picture frame is side by side with its corresponding por- 
tion of the sound-track. Since the film has to travel an appreciable distance 
in the projector from the picture-head to the sound-head, it will be clear upon 
reflection that the two negatives must be so arranged in printing that the 
sound is a little ahead of its corresponding picture. The standard interval is 
19| frames. 
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equal lengtH at the^begiririing of another shot, the result is the 
form of transition known as the dissolve or mix', as the first 
shot slowly disappears the second gradually appears, and for 
a short space of time the two are merged together on the screen. 

At one time aU fades and dissolves were made in the 
camera. The dissolve was made, by ending a shot with a fade- 
out of a certain length, two feet perhaps, then winding the film 
in the c^era back for two feet, and taking the next shot with 
a fade-in of two feet. This was an intricate business, and was 
only possible where the second shot could be taken immedi- 
ately after the first; it is not surprising, therefore, that the dis- 
solve was rarely used. To-day, however, all fades and dissolves 
are made optically in the processing laboratory after the film 
has been shot, and the cameraman is not bothered with them; 
when the editor has joined aU the shots of the film together in 
their final assembly, he indicates to the laboratory by marks on 
the cutting print where he wants such optical effects. The 
development of laboratory technique has also made possible 
the development of an ad^tional form of transition known as 
the wipe. The simplest form of wipe consists of a horizontal, 
vertical or diagonal line of division, sharp or blurred, which 
passes across the screen, eliminating the first shot and revealing 
the second. There are,, however, hundreds of different fonns 
which it can take. The line can rotate fan-wise on a fixed point; 
it can take the form of a star bursting in the middle of the first 
shot to reveal the second; or the shot can suddenly be made to 
appear to rotate, hke a picture post-card, to reved the second 
shot on its reverse side. These more intricate and showy wipes, 
which enjoyed a brief hey-day, are now rarely found outside 
pubhcity trailers, where they appear in profusion. 

A purely practical consequence of the fact that film can 
be cut and joined is that a film does not have to be shot in one 
continuous process, but can be built up from many lengths of 
film shot at different times and in different places.* One result. 


♦With this may be contrasted the direct televising of a dramatic produc- 
tion (as distinct from the televising of a film) where the action is given a single 
continuous performance in the broadcasting studio, and the television cameras, 
working to a prearranged plan designed to ensure smooth continuity, move 
from one position to another to pick up their various parts of the action as it 
proceeds. 
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as we have already seen,* is to simplify the business of shooting 
by enabling aU the shots which require a given set or location 
or group of actors to be photographed together; they will be 
arranged and joined together in their correct sequence when 
the editor comes to assemble the film. Again, J£ a director 
wishes to make it clear that a certain scene is set in Bombay he 
does not have to transport all his cast and technicians there; 
he obtains a number of shots of Bombay from the studio film 
library, or from a stock-shot hbrary specialising in such material 
(or at the very most he may send a single cameraman to India 
if that is the only solution), and then inserts these shots into his 
scene in such a way as to suggest that the whole action was 
photographed in India, t These, however, are purely devices of 
practical convenience. 

The freedom with which film can be cut and joined, to- 
gether with the independent existence of picture and sound 
on two separate negatives, makes possible all kinds of arrange- 
ment of the film-maker’s material which go far beyond con- 
siderations of convenience and which have the most vital conse- 
quences for the film as a medium of expression. The simplest 
way for a director to reproduce our dialogue scene would be 
by means of a smgje shot showing the two actors at once (known 
to the technician as a two-shot) and synchronised with its sound- 
track, so that we both saw the lip movements and heard the 
soxmd of every word they spoke. The conversation itself might 
be interesting, but fihnic^y such a shot would lack all interest. 
The director might add to its interest by taking a number of 
close-ups of each actor in addition to the two-shot, and cutting 
them into it, so that after a brief glimp se of the two characters 
together to establish their relationship, we might see first a 
close-up of Miss A as she spoke, then a close-up of Mr. B as 
he replied, and so on. In this way the picture would gain in 
variety, but it would still be bound by an artless synchronisation 
with the sound-track. In listening to a conversation in ordinsury 
life we do not always look at the person speaking; sometimes 
we look at the person spoken to in order to see his reaction to 


*Pp. 9-10. 

tExactly how such an impression can be obtained win be made clearer by 
the chapters on -film editing. 
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what is being said. If in the jHcture negative one of the close- 
ups of Mr, B speaking is replaced by a close-up of Miss A 
listening to him, precisely this effect can be obtained. In the 
married print the close-up of Miss A will be combined with 
the sound Qf.Mr. B’s voice, and on the screen we shall see the 
first while we are listening to the second. 

Just as the picture negative can be manipulated in this way 
independently of the sound-track, so can the sound-track be 
manipulated independently of the picture. Sound-track film, as 
we have seen, can also be cut and joined, and in the earliest 
days of the sound film some technicians and critics, recognising 
the primitive crudity of the “ hundred-per-cent, talkie” then in 
vogue, maintained that lengths of soimd-track should be cut 
and edited in exactly the same way as the picture. Since then, 
however, a quite different technique, involving the re-recording 
of several component tracks on to a final track, has been 
developed, and is now universally employed where it is desired 
to combine several sound-recorings taken at different times 
and in different places. 

Normally, in a film which has dialogue, natural sound 
effects and music, only the dialogue is recorded during the 
shooting on the studio floor. The music is recorded later on a 
second track, and the various sound effects are also recorded 
on lengths of film which are joined together to make up the 
effects track. The three tracks, dialogue, music and effects, are 
then run simultaneously through a re-recordmg apparatus and 
re-recorded in combination on to a fourth sound-track which 
thus becomes the fimal negative sound-track for the finished 
film. Each of the component tracks is controlled by an indi- 
vidual volume control in re-recording, so that the recording 
engmeer can mix them in any way he wishes; his position is pre- 


♦Compare Pudovkin, writing in 1929 of the methods employed in his first 
sotind film, Deserter: “I took sound-strips and cut, for example, for a word 
of a speaker broken in half by an inteiruption, for the interrupter in turn over- 
swept by the tide of noise coming from the crowd, for the speaker audible again, 
and so on. ... I maintain that directors lose all reason to be afraid of cutting 
the sound-strip if they accept the principle of arranging it in a distinct composi- 
tion. Provided that they are linked by a clear idea of the course to be pursued, 
various sounds can, exactly like images^ be set side by side in montage.” (Film 
Technique^ Newnes, London, 1933, p. 170. The italics are mine.) 
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cisely similar to that of a sound engineer in broadcasting, con- 
trolling and mixing the sounds coming from several different 
studios.’" 

Thus sounds may be “assembled” as shots are assembled 
in editing, but there is a fundamental difference between the 
methods used in each case. As we shall come to see later, the 
difference is not merely technical, but arises from the difference 
between the mechanism of seeing and the mechanism of hear- 
ing. It remains true, however, different though the methods are, 
that in the medium of film both images and sounds, even from 
the most diverse sources, may be combined, and that any kind 
of relationship between the two is possible. The significance of 
this will become apparent as we proceed. 


♦The flexibility of sound-recording methods is well illustrated by the device 
known as pre-scoring, which was used, for example, to record Deanna Durbin’s 
singing in A Hundred Men and a Girl Bernard Brown describes it as follows: 
“[First both orchestra and soloist rehearse.] Next we record the orchestra alone, 
the soloist mouthing the words silently and the musical director following her. 
... If this is a good ‘take’ the orchestra is dismissed. The procedure is very 
economical, as we finish with the musicians in one-half of the time that used to 
be required to record both voice and orchestra at the same time. . . . Next we 
play back the orchestral record we have just made, using headphones to listen 

to it The soloist has only one earphone, so that she is able to hear the music 

played back with one ear and her own voice with the other. In order to pronounce 
her words clearly and get the proper tone placement in her throat, it is sometimes 
necessary for the singer to make peculiar faces, which she can do without embar- 
rassment as she is among friends and not being photographed. In recording the 
songs it is not necessary to make many takes, as we are able to take the best 
parts of two or three and assemble them into one good take, which saves a lot 
of time in addition to the soloist’s voice. When this assembly has been done, we 
make a combined record of voice and orchestra which we use as a playback on 
the set when photographing the scene. . . . [This ]is done as follows: The record 
of the song is placed upon a reproducing machine which is interlocked with the 
camera so that the camera and the playback run at the same speed. As the camera 
turns and photographs the actor, the record is produced over a loud-speaker and 
the singer mouths the words of the song again. . she can now think about the 
scene and look her best, without having to worry about the quality of her 
singing.” (Pre-scoring for Song Sequences in the Journal of the Society of Motion 
Picture Engineers^ October, 1937, p. 356.) 
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(Above) A Zoetrope (reproduced by courtesy of The Science Museum, London), 
(Below) 35mm. picture negative, sound track negative and projection print, shown actual 
size (reproduced by courtesy of Ealing Studios from the film Nicholas nickleby) 




SOUND-FILM ASSEMBLY 




3. THE ANATOMY OF THE FICTION FILM 


People in the know maintain that the true origin of a film is money; in 
short, that in the first place somebody has to be found who is willing to 
put money into the affair, so that a story can be bought and worked upon, 
agreements drawn up with the director, actors and cameraman, a stage 
hired, and so on. This is all very true; but in order to find that some- 
body, as a rule you have to pester him persistently, that there is, sir, a 
magnificent and attractive theme for the most successful popular film 
of the season, and that you can guarantee him a profit of at least a hun- 
dred per cent. And willy-nilly, we have to begin with the story, even if it 
strikes us as strange that at the beginning of an enterprise so modern, 
grandiose and technically advanced as a film stands something so old- 
fashioned and technically primitive as a mere idea, or a literary fiction, 
KAREL CAPEK 


HAVING NOW A broad idea of the way in which a film is 
made, and of the tools used in its production and reproduction, 
the way is clear for us to embark on a study of film technique 
in some detail. Let us then begin by examining the film in its 
general outline, as a shape, as a whole; and in setting our- 
selves such an aim, it will be observed, we are presupposing 
that a film is, in fact, a complete whole, and does have a shape. 
This is the first thing we are entitled to expect of any work of 
art, that it shall have imity, and be a thing complete in itself 
which we can appreciate for its own sake, every part falling into 
place to create a satisfying pattern unmarred by redundancies, 
irrelevances or omissions. 

We are entitled to expect this of a fihn of any kind although 
the degree of unity may vary as between one kind and another. 
A newsreel, for example, or a cinermagazine, in which an 
assortment of different topics is brought together, has very 
little unity beyond what can be imposed upon it by a uniformity 
of style and treatment. An educational film derives a greater 
unity from the fact that it is normally devoted to a sin^e sub- 
ject, such as the life-cycle of the frog or the principle of the 
lever. A documentary film, again, goes much further because it 
is usually concerned not merely with a single subject, but also 
to present a point of view or advance an argument. Harry Watt’s 

35 D 



THE ART OF THE FILM 

North Sea, for example, was made to demonstrate that the 
safety of ships at sea owes much to a highly-organised system 
of radio-communications; Paul Rotha’s World of Plenty argues 
that the measures for national control and international co- 
operation among the allies which were essential to a proper 
organisation of food supplies amid the scarcities and rigours 
of war, are equally necessary if the world’s food supply is to be 
properly distributed in time of peace. In such a case, the field 
of relevant material offered to the director is wide and varied, 
but the necessity of presenting his argument in the most econo- 
mical and cogent manner compels him to select only those 
things which will effectively advance it, and rigorously to reject 
anything which is hkely to confuse it. The unity of such a film, 
in short, derives from the necessity of presenting the argument 
clearly and concisely; in so far as it fails to do this it will be 
confused and rambling and lacking in unity. 

When we pass, however, from the educational or docu- 
mentary film to the fiction film, from the realm of exposition 
to the realm of dramatic representation, we find that it is by 
no means so easy to define the source from which unity springs. 
We are faced at the outset by the difficulty that a subject or an 
argument is not essential to fiction. It is true that some stories 
have a moral: “The story of Eric,” says the author of Eric or 
Little by Little, “was written with but one single object — ^the 
vivid inculcation of inward purity and moral purpose, by the 
history of a boy who, in spite of the inherent nobleness of his 
disposition, falls into aU folly and wickedness, until he has 
learnt to seek help from above.” The moral story, however, is 
a special type of fiction, it is not typical of fiction in general. 
The great majority of works of fiction, and the best of them, 
have no explicit moral at all. 

Before we attempt to establish the source from which the 
fiction film must derive its unity, it will be useful to have a 
tolerably clear idea of what we mean by a fiction film, and what 
we mean, indeed, by the term Action in general, as applied also 
to the short story, the novel and the play. A work of fiction 
is a representation of the behaviour of people regarded as 
individual persons. In The Poetics Aristotle described it as an 
imitation of men in action, and as Professor Lascelles Aber- 
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crombie has pointed out, “by men in action he does not neces- 
sarily mean men doing things', he means things happening in 
terms of human nature, events embodied in human lives.”* 
As it stands, such a definition would also include history, 
and we must, therefore, add the further qualification that the 
actions with which fiction are concerned must be such as have 
been conceived primarily in the author’s imagination. Just 
what is involved in this distinction has been aptly underlined 
by Mr. E. M. Forster in his study of the novel, where he says: 

“The historian deals with actions, and with the characters of 
men only so far as he can deduce them from their actions. He 
is quite as much concerned with character as the novelist, but 
he can only know of its existence when it shows on the surface. 
If Queen Victoria had not said, ‘We are not amused,’ her neigh- 
bours at table would not have known she was not amused, and 
her ennui could never have been announced to the public. She 
might have frowned, so that they would have deduced her state 
from that — ^looks and gestures are also historical evidence. But 
if she remained impassive — ^what would anyone know? The 
hidden life is, by definition, hidden. . . . And it is the function 
of the novelist to reveal the hidden life at its source; to tell us 
more about Queen Victoria than could be known, and thus to 
produce a character who is not the Queen Victoria of history.”t , 

The function of fiction in general, then, and of the fiction 
film in particular, is to present an imaginary story of the' 
thoughts and actions of individual human beings. It should be 
observed, incidentally, that stories which have animals as 
characters are not excluded by this definition; aU of them, from 
the tales of Aesop to those of Disney, qualify as fiction only in 
so far as they involve some humanisation of their characters. 
We must, therefore, expect to find the unity of a work of 
fiction deriving, not from a subject or an idea or argument, but 
from the human activities which are its characteristic material; 
one should be able to summarise the essence of a work of 
fiction, in other words, in some statement about its action. 

V^en, however, we compare various forms of fiction, we 
find our problem complicated by the fact that there are wide 
differences between the kinds of action they can successfully 


"^Principles of Literary Criticism^ GoUaiicz, London, 1932. 
^Aspects of the Novel, Arnold, London, 1927, p. 65. 
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represent. Comparing the novel with the drama, for example, 
we find that whereas the story of a novel can be highly com- 
plicated, the story of a play must be relatively simple. The 
reason for this is clear. The play, using the medium of dialogue, 
represents its story as actually taking place before us while we 
sit and watch it, and the events with which it is concerned must 
be such as we can absorb at a single sitting, which in practice 
means within the space of a little over two hours. The novel, 
on the other hand, presenting its narrative in the form of a 
written description in the past tense, is designed to be read over 
a considerable period of time; the reader may return to it again 
and again according to his own inclination and convenience. 

In The Poetics, Aristotle draws attention to this difference 
between the two forms, or rather between tragedy, the par- 
ticular form of drama with which he was concerned, and epic, 
the prototype of the modem novel. He suggests that whereas 
the epic can be composed of several interwoven threads of 
action with many characters and extend over a long passage 
of time, the conditions of dramatic performance restrict tragedy 
to the treatment of a single action only. He emphasises the 
importance of the singleness of the action to the unity of the 
drama by saying “epic imitation has less unity; as is shown by 
this, that any epic poem will furnish subjects for several 
tragedies.” 

Although, as we shall discover, there are very great differ- 
ences between the medium of stage drama and the medium of 
the film, and although in many respects the fihn is much more 
akin to the novel, nevertheless, the conditions of exhibition of 
the film are almost exactly the same as those of the play. The 
fihn, too, represents its action as taking place before us while 
we sit and watch it, and it requires to be viewed in a sin^e 
sitting; the only difference is, indeed, that most films run for 
a shorter time toan most plays. It follows, therefore, that the 
story of the most successful Itind of film, like that of the best 
drama, will confine itself to the representation of a single action. 
;'In the shape of its main outline, the film has the same kind of 
\ simplicity as the play. 

To speak of a play or a film being restricted to the repre- 
sentation of a single action, however, is of little use unless we 
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have some idea of what is meant here by the term “a stngla 
action.” Searching for an illustration, I open a newspaper and 
my eyes fall upon the words MAN JUMPS INTO CANAL. 
Here, wi^ a vengeance, is action, the very essence of action 
crystallised into a headline. As it stands, however, it is incom- 
plete; the editor meant it to be incomplete, so that having 
shocked me into attention, it would then tease me to read the 
paragraph below it. In the first place, I want to know why the 
man jumped in. Did he want to end his life, for example? As 
I read, this question is answered for me. “Walking along the 
towpath of the canal at Buckland early this morning, a farm 

labourer named George Smith noticed a boy in difficulties ” 

The man, then, jumped in to save the life of the boy. But at 
once the second question begins to form itself in my mind 
What was the result of his action? Was the boy saved? As 
soon as I have the answer to this, I have the notion of a com- 
plete whole: cause, action and result, corresponding to what 
Aristotle describes as “a beginnmg, a middle and an end.” | 

The story of the man jumping into the canal to save the 
boy is hardly, of itself, important enough to make a play. 
Nevertheless, it is a complete action of this kind to which the 
form of the drama lends itself. A central character is presented 
in a set of circumstances which either immediately, or as the 
result of some development, compel him to take some action 
or make some decision, and as a result certain consequences 
ensue. 

In the case of any well-constructed play it is possible to 
summarise this central action in the form of a brief statement. 
The essence of Shakespeare’s JtHius Caesar, for example, mi^t 
be described as follows: a high-minded Roman, Brutus, be- 
lieving the welfare of his State to be imperilled by the personal 
ambitions of its ruler, Julius Caesar, is persuaded to join a 
group of political intriguers in their plot to assassinate Caesar, 
and shares in the retribution which overtakes than. Unfortu- 
nately there is not, as far as I am aware, a generally accepted 
term which can be used unambiguously to denote such a con- 
dse summary of the central action. Sometimes the word theme 
is used (as when James Agate, groping for the elusive word, 
says, “I know of no great drama, however difficult, whose gist, 
purport, central theme cannot be outlined upon half a sheet of 
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notepaper”*); but theme normally means “topic” or “subject” 
and it may well obscure, therefore, precisely the distinction we 
are trying to make. The only solution would appear to be the 
adoption of some such expression as action-theme (used, I 
believe, in Hollywood story departments) or plot-theme. 

If we analyse any good examples of the fiction film in the 
same way, we shall find that their actions, too, are of the kind 
which can be summarised in a concise statement. Here, by way 
of example, are the plot-themes of four films of acknowledged 
distinction: 

Kameradschaft (produced in Germany in 1931; directed by 
G. W. Pabst): "^en the French part of a coal mine on the 
Franco-German frontier is flooded and men m’e entrapped, 
miners on the German side voluntarily cross the frontier and 
go to their aid. 

VAtalante (produced in France in 1934; directed by Jean Vigo): 
The young skipper of a barge on the Seine brings his bride to 
live on the boat. As the first flush of marital happiness fades, 
she frets at her confined life, and leaves the barge after a momen- 
tary quarrel. Piqued, the husband puts off without her, and lost 
to each other they suffer the anguish of separation until a 
chance meeting enables them to come together again, reconciled. 

The Informer (produced in U.S.A. in 1935; directed by John 
Ford): To obtain money to emigrate to America with Ms girl, 
a man turns informer against a member of the Siim Fein, who 
is shot in resisting capture. The informer’s tormented con- 
science at first prevents him from carrying out his original in- 
tention, and then leads him step by step to self-betrayal until, 
by the rough justice of the Sinn Fein, he is executed. 

Brief Encounter (produced in England in 1945 ; directed by 
Noel Coward and David Lean): A middle-aged and happily 
married woman, the mother of two children, fells in love with 
a doctor who is also married; realising that to pursue their 
infatuation involves deceiving or injuring others whom they 
love, they decide to part and never to meet again; 

Professor LasceUes Abercrombie points out that this com- 
pleteness of action has no counterpart in real life; “for such 
is not the process of natural events. In nature nothing at any 
assignable point begins, and nothing at any assignable point 

* Sunday Times, March 24, 1946. 
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comes to an end: all is perfect continuity.”* To return for a 
moment to our newspaper headline, a curious person mi^t 
go on asking questions indefinitely. How did the boy come to 
be in the water? Why was the labourer walking along at that 
particular time? Was he subsequently rewarded for his hero- 
ism? Did the reward make him conceited? And so on. Un- 
doubtedly there are answers to all these questions, but as far 
as the central event goes they are irrelevant, and serve only to 
lead us away from it and on to other events. The completeness 
and the unity of the action is established by a process of selec- 
tion, in which all incidents not strictly germane to its develop- 
ment as a logical sequence of cause and effect are rigorously 
excluded. Such a process of selection is of the greatest import- 
ance in aU the arts, and not least in the film, as we shall have 
many occasions to observe. From the very first p lanning of the 
action to the final assembly of the completed shots and sound- 
tracks the fiObtn-maker is engaged in selection at every stage. 

Thus we find, as we expected, that the unity of a fiction 
film derives not from the presentation of a subject or an idea 
or an argument, but from its action; it is dependent on the 
representation of a single action, the elaboration of a single 
plot-theme. It is important to understand precisely the sense in 
which the word plot-theme is used here, and not to confuse it 
with subject or idea or moral purpose. Kameradschaft, for ex- 
ample, was obviously made with the intention of securing 
sjmpathy for the cause of international co-operation and 
friendship, but it is not from a concept of such a general kind 
that its unity springs. 

An apt illustration of the importance of this distinction is 
provided by Pudovkin’s analysis of the film Intolerance. This 
film , die most ambitious of Griffith’s works, failed to achieve 
the effect its director intended. Despite its xmdeniable sincerity 
and great technical virtuosity, audiences have always found it 
too long and too discursive. In order to represent intolerance 
as.one' of the major causes, throu^out history, of anguish and 
mis ery, Griffith employed four stories, the fall of ancient Baby- 
lon, the crucifixion of Jesus, the massacre of St. Bartholomew, 
and a modem tale of social injustice. These stories were inter- 

* Principles of Literary Criticism. ■■ 
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laced throu^out the film, so that one sees first a part of one, 
and then a part of another, the leaps in tune being covered by 
the motif of a mother rocking a cradle.* Pudovkin explains 
the failure of the film by saying that its theme is too vast for 
filmic representation: 

“First of all must be mentioned the scale of theme. Formerly 
there ruled a tendency ... to select such themes as embrace 
material sprea^g extraordinarily widely over time and space. 
As example may be quoted the American film Intolerance, the 
theme of which may be represented as follows: ‘Throughout 
all ages and among all peoples, from the earliest times to the 
present day, stalks intolerance, dragging in its wake miirder 
and blood.’ This is a theme of monstrous extent; the very fact 
that it spreads ‘throu^out all ages and among all peoples’ 
already conditions an extraordinary breadth of material. The 
result is extremely characteristic. In the first place, scarcely 
compressed into twelve reels, the film became so ponderous that 
the tiredness it created largely effaced its effect. In the second 
place, the abimdance of matter forced the director to work the 
{theme out quite generally, without touching upon details, and 
^consequently there was a strong discrepancy between the depth 
*'of the motif and the superficiality of its form.”t 

It seems to me that Pudovkin is misled here by a failure to 
distinguish theme from plot-theme. A page or two later he says 
“Note as rule: formulate the theme clearly and exactly, other- 
wise the work will not acquire that essential meaning and unity 
that conditions every work of art”; yet the theme of Intolerance 
as he describes it is merely the subject of the film , the idea 
behind it, and as we have already seen, it is not on this that the 
unity of a work of fiction is based. The real weakness of 
Intolerance does not lie in the excessive magnitude of its theme, 
but in the fact that GiMth did not embody that theme in a 
single clearly articulated course of action. What he chose to do 
instead was to compose his film of four separate stories, all 
dealing with the same subject, and to that extent related, but 

♦The descriptive title in “the film reads: “A golden thread binds the four 
stories— a fairy girl with sunlit hair— her hand on the cradle 6f humanity— 
eternally rocking.” Terry Ramsaye in A Million and One Nights (p. 756) gives 
the source of the device as the following from Walt Whitman’s Leaves of Grass: 
“ . . endlessly rocks the cradle. 

Uniter of here and hereafter.” 

’\‘Film Technique, pp. 7-8. 
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each with its own plot-theme. The interlacing of the stories 
during their presentation could not disguise the underlying dis- 
unity which sprang from this absence of a plot-theme for die 
film as a whole. 

It should perhaps be made clear at this point that althou^ 
the source of unity in a fiction film lies in its central action, and 
not in the theme underlying it, this is not to say that the theme 
can be dismissed as unimportant. Not all films have an explicit 
moral pmpose, but they all have an implicit one. Because the 
author of a story is concerned with human behaviour he in- 
evitably expresses certain social attitudes. Sometimes he does 
so deliberately and consciously as his main object; sometimes 
he does so only by implication or even by omission; but he 
cannot escape from the necessity and neither can his audience. 
A complete appraisal of any film must take account at some 
point of its underlying purpose, and must attempt to assess its 
value. When aU that can be said of its structure and craftsman- 
ship has been said, we still have to relate it to the life which it 
mirrors, and of which it is a part. 

It is important that the writer of a film script should attempt 
to formulate his plot-theme as early as possible. It is necessary 
to say “as early as possible,” because in practice it usually hap- 
pens that the writer does not begm his work with a plot-theme 
at all; at any rate, not with the one which finally emerges. He 
may begin with a much more general idea, such as that of writ- 
ing at’ film on Lord Nelson or on life in the mining area of 
South Wales, or he may work outwards from some point of 
detail. But as soon as the work begins to assume shape a central 
action begins to suggest itself, and the writer must then begm 
to develop his narrative in subordination to this unifjdng 
concept. 

Logically, the next step after the formulation of the plot- 
theme is the working-out of the plot itself in some detail. The 
main action has to be conceived in a series of minor actions 
which, as they follow each other in due sequence, serve to in- 
troduce the characters, to establish their relationship to each 
other, to develop the story to its climax, and finally, to round 
it off suitably at its conclusion. As the work on the plot pro- 
gresses, the writer begins to visualise his story in terms of 
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' scenes and sequences and the contents of each scene begin to 
assume a definite shape. 

Immediately the writer embarks on this process of plan- 
ning the action, however, he is compelled to think in terms of 
the medium in which he is working. If it is the medium" of 
drama, he must take account of the fact that virtually the whole 
of his action must be translated into dialogue. There are many 
things which cannot be shown on the stage and which, if impor- 
tant to his story, must be described as having taken place off- 
stage: a horse race, for example,, or an earthquake. Moreover, 
he cannot suddenly leave one scene and change to another 
except by a fall of the curtain, a valuable device when used in 
moderation, but one which cannot be employed too frequently 
without marring the flow of the action; he must, therefore, 
arrange for one group of characters to move off the stage and 
another to move on easily and naturally. He may even be in- 
fluenced in his planning of the action by considerations which 
are not essential but desirable, such as the desirability, for 
reasons of economy, of using one set for all the scenes. 

I should perhaps interpolate here that the competent artist 
will be concerned with the natural limitations of his medium 
rather as sources of opportunity than as irksome restraints. In 
the ^]3Ly Ladies in Retirement, for example, which revolves round 
the murder of a woman, one stage set was used throughout and 
it included the bricked-up oven in which the body had been 
hidden. The constant presence of this silent accuser throughout 
the play added considerably to its suspense. In the film of this 
play, however, the producers naturally took advantage of the 
greater mobility of the film medium to follow the action from 
one room to another with the result that the oven lost much of 
its dramatic force. In this case, a gain in freedom resulted in a 
loss of effect. 

The writer of a novel or short story is not bound by the 
playwright’s limitations. There is no event which he is not free 
to describe; he can even explore the dim recesses of the xmcon- 
scious mind, as James Joyce did m Finnegan's Wake. 
The novelist’s medium has its own problems, nevertheless. 
There is the question, for example, of the point of view which 
he is to maintain. If it is to be told in the first person by one 
of the characters, this will impose certain limitations which 
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must be overcome without undue strain on credibility; if, on 
the other hand, it is to be told in the third person by an omni- 
scient narrator, the author must avoid being so explicit as to 
lose aU sense of suspense. 

The script-writer of a film likewise must elaborate his plot ■ 
with a full sense of the possibilities and limitations of the film 
medium. It is obvious, for example, that apart from the restric- 
tion to a single action the film-maker is free from most of the 
limitations of the dramatist. There is no event, however vast 
or however minute, which he cannot show. “The essence of the 
theatre,” wrote Mr. James Agate,* “is that everything is hap- 
pening in a small artificially lighted box; the essence of the 
cinema is that it has the whole daylight world to play about 
in.” The film -maker can move easily and rapidly from one 
scene to another; he can move backwards and forwards in time, 
he can compress or extend time, he can show actions developing 
simultaneously. He therefore has greater freedom than the 
stage dramatist, in the sense that he is able to control and 
present more easily a wider variety of dramatic incident. Even 
the magical, the fantastic and the supernatural are not beyond 
his grasp. But he cannot rely so extensively as the novelist on 
description, at least of the verbal kind. He has to create a 
representation of something actually happening; it is not 
enough for him to describe character, he must reveal it in action. 

AU these, however, are the merest generalities, obvious to 
everyone, and it is clear that we must explore the nature of the 
film medium a good deal further before we can fuUy appreciate 
the limitations which the script-writer must reckon with, and 
before we can judge whether he has made the fuUest use of his 
possibilities. 


*Sunday Times, Nov. 19, 1944. 
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"That's exactly it," 1 answered gravely. “If I take people to pieces, 
I do it so as to put them together again better than they were before; 
I make them more real, so to speak, more significant, more essentially 
themselves, if you catch my meaning" 

LOOAN PEARSALL SMITH 


“ THE FOUNDATION of fflm art is editing”; the statement with 
which Pudovkin begins his classic little manual, Film Technique, 
is as valid to-day as when it first appeared in 1928, and it seems 
likely to remain so as long as the cinema may last. It has sur- 
vived the advent of sound, and is equally unlikely to be weak- 
ened by the advent of colour or television or stereoscopy. 

The development of film technique in fact, has been prim- 
arily the development of editing, for it was a device entirely 
unknown to the earliest film-makers. The inventors of the first 
cinematograph cameras began by setting up their apparatus m 
the open air and taking moving snapshots of anything which 
appealed to their fancy: workers leaving a factory, a train 
coming into a station, a baby at a dinner table, men playing 
cards — ^these were some of the subjects, for example, which 
appeared in the first programme shown by the Lumi^ire brothers. 
None of these “films” was longer than fifty feet (the length of 
the endless band used in the Kinetoscope). Very soon m these 
early films we find short pre-arranged and rehearsed pieces of 
action being shown. In one of the Lumi^re films the gardener 
is watering his plants when his small boy creeps up behind him 
and steps on the hosepipe; puzzled by the stoppage of water, 
the gardener looks down tiie nozzle, ^e boy takes his foot off, 
and the water gushes into the gardener’s face; he chases the 
boy and gives him the drubbing he deserves. Again, in another 
film of the same period, a miller with a sack of flour and a 
sweep with a sack of soot accidentally jostle each otha: in pass- 
ing; angry words quickly lead to blows, and they belabour each 
other witii their bags until the miller is as black as a crow and 
the sweep as white as a snow-man. Later on (towards 1903) 
longer films of anything up to ei^t or nine hundred feet (and 
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thus subsequently called “one-reelers”) were produced by join- 
ing several such short rehearsed scenes together to tell a simple 
story. 

Here, for example, are the first three scenes of an early 
British story film of this kind. The Life of Charles Peace, made 
by Walter Haggar in Pembroke in 1905. 

Tide; peace’s first burglary 

Scene I: (Interior: a room.) Peace and his accomplice climb in 
through a window and begin to lever open a chest. 
While they are at work, the occupants of the house come 
into the room and surprise them. Peace escapes through 
a window. His accomplice tries to follow him but he is 
shot and falls back into the room. 

Title: peace at dyson’s house 

Scene II: (Interior: a room in Dyson’s house.) Peace is discovered 
playing his violin to Mr. and Mrs. Dyson, who beat time 
to the music. When Peace stops, Dyson suggests a drink 
and goes out to get the glasses. Peace sits beside Mrs. 
Dyson and be^ns to embrace her. Dyson returns sud- 
denly, and realising the situation, grabs hold of Peace 
and throws him down. Peace gets up and goes out, 
shaking his fist at Dyson. 

Tide: the murder of dyson 

Scene HI: (Exterior: a comer of a field, close to a hedge.) Peace 
enters with a note; he fastens it on to a bush and then 
Mdes behind the hedge. Mrs. Dyson enters, sees the note, 
and takes hold of it to read it. At this moment her hus- 
band enters, and although she tries to conceal the note, 
he snatches it from her and reads. Looking into the hedge, 
he finds Peace hiding, and drags him out. Peace then 
draws a revolver and shoots Mm. Mrs. Dyson throws 
herself on the body and Peace walks off in triumph. 

All these early film scenes, however, whether complete in 
themselves, or parts of a longer story film, were made in the 
simplest possible way; that is to say, they were taken in one 
continuous shot, in one uninterrupted turning of the camera.* 
This meant that where, in particular, tihe scene was a piece of 

*It is doubtless as a survival of this early convention that even to-day in 
film scripts a shot is commonly described as a scene, or script-scene. 
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dramatic action, the camera had to be far enou^ away for the 
whole of the action, and all the actors, to come within its field 
of view. 

This is precisely what we find in The Life of Charles Peace. 
The effect is as though each scene had been acted on a theatre 
stage and had been photographed by a camera set up in the 
pit at such a distance from the stage as to cause the margins of 
the frame to coincide with the stage proscenium. The whole of 
the setting is visible, but everything in it is detached and remote. 
The view is always a frontal one, and all significant action and 
movement takes place horizontally across the screen, from 
right to left or left to right. The camera is used mechanically to 
record a piece of theatrical staging, much as the gramophone 
is used to record mechanically the performance of a piece of 
music. 

Let us now compare this with a more modem film. In 
1935 the French director, Ren6 Clair, came to England to 
direct The Ghost Goes West for London Film Productions. 
The story, which was adapted from a sketch by Eric Keown, 
published in Punch, concerned a yoimg man named Donald 
Glourie, who was compelled by poverty to seE the farodly castle 
to an American millionaire. lEe millionaire arranged to have 
the castle dismantled stone by stone, transported to America, 
and re-erected there. In doing this, however, he unwittingly 
also took to America the family ^ost, Murdoch Glourie.* It 
was decided that one sequence of the film should show the 
ghost landing. This was how the sequence appeared in the first 
treatment: 

SEQUENCE 19 

That same night the ghost lands while the stones of the castle 
are being piled up on the dockside. He finds the place strange, 
and realises after contact with the workmen that his old Scottish 
tongue and modem American slang have very little in common, t 

♦The dual role of Donald and Murdoch Glourie was played by Robert 
Donat. 

fThis -and the next quotation come from the book Successful Film Writhe, 
by Seton Margrave (Methuen, London, 1936), whidi consists of an introductory 
essay on film writing, followed by Eric Keown’s original story, and the first 
treatment and complete release script of The Ghost Goes West. 

49 




THE ART OF THE FILM 

Subsequently it was decided to alter this idea slightly and 
to give action and heightened contrast to the sequence by show- 
ing the ghost landing in the middle of a gangsters’ shooting 
affray. This is how the sequence finally appeared in the film, 
as it is described in the release script (each number in the left- 
hand margin denoting a shot or script-scene): 

^ DISSOLVE to: 

CHIMES 

INT. WHARF. NIGHT, long shot, travel and pan left to right. 

We see parts of the castle, packages and stones, stop travelling. 
Murdoch appears in long shot and walks towards the camera. He 
looks around. 

248. EXT. WHARF. NIGHT. 5 ft. 8 frs. long shot. 

An open car is waiting in front of the door of the wharf. Men are 
bringing barrels and cases and putting them into the car. 

249. INT. WHARF. NIGHT. 6 ft. 2 frs. medium shot. 

A man is carrying towards another man. The second sees that the 
first is going to run into a barrel and tries to warn him. 

SECOND MAN: Heyl Watch out! 

CASE DROPS 

But it is too late, and the first man drops the case. They look around 
furtively. 

250. medium shot. 4 ft. 10 frs. 

A watchman who was doing his rounds hears this noise and looks 
off-left in its direction. He brings his gun out. 

WATCHMAN: Hey! What are you doing in here? . . , 

251. MEDIUM long shot. 4 ft. 

The two gangsters. They hear: (off-screen): . . . Hands up or I’ll 
shoot! 

The second, then the first, fire off-left. 

GUNSHOTS 

253. MEDIUM CLOSE SHOT. 2 ft. 4 frs. 

An iron door opens, a gangster enters and fires off-right. 
GUNSHOTS 
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254. medium shot. 2 ft. 2 frs. 

The watchmaQ realises someone is firing from the other side, ducks 
down behind boxes and starts firing off-right. 

GUNSHOTS 

255. MEDIUM, LONG SHOT. 6 ft. 9 frs. 

PAN RIGHT TO LEFT and show gangsters hiding behind cases of stones, 
firing away. 

GUNSHOTS 

256. CLOSE SHOT. 2 ft. 3 frs. 

Showing one of the armours of the castle. PAN TO LEFT and show a 
gangster emerging with a machine-gun, which he brings up into 
position for firing. 

GUNSHOTS 
MACHINE-GUN FIRE 

257. MEDIUM LONG SHOT. 4 ft. 14 frs. 

Murdoch looking around bewildered. We see men firing behind him, 
and we see the shots through him. 

MACHINE-GUN FIRE 

258. MEDIUM SHOT. 3 ft. 10 frs. 

More policemen arrive and duck by the side of the watchman. They 
fire ofrright. 

MACHINE-GUN HRE 

259. MEDIUM SHOT. 3 ft. 11 fts. 

Of Murdoch, looking around right and left. 

NOISE LESSENS 

260. MEDIUM LONG SHOT. 6 ft. 3 frs. 

Three gangsters back in from right and fire off-right as they back 
up and exit. Then three more gangsters run through from right to 
left. 

NOISE CEASES 

Tliere is obviously a great difference of technique between 
this and The Life of Charles Peace. In the modem film a scene 
is not normally taken in one single shot, but is built up by the 
combination of a number of shots, each showing only a frag- 
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ment of the complete action. Some are taken from one view- 
point, some from another; some are taken with the camera a 
^ considerable distance away from the subject (the long shot), 
otiiers are taken with the camera very near (the close shot). 
Such a technique is made possible by the fact that, as we have 
already seen, dnematograph film can easily be cut and joined. 
But this alone does not justify or explain it, since in any case it 
is clearly a more laborious procedure to take several shots of 
a short piece of dramatic action than to take one. Nobody who 
looks at an early film and a modern film together on the screen 
can doubt that the modem film is much more interesting, lively 
and realistic. The question which arises is: Why should it be 
so? What is the essential, the fundamental difference between 
the old method and the new? 

To find the answer to this question let us call into the 
witness-box some well-known writers of prose fiction. The first 
witness shall be Wilkie Collins. In one of his short stories. The 
Terribly Strange Bed, he describes how he went to a gaming 
house and wori a lot of money at cards, and was then induced 
to spend the night in the house in a four-poster bed, the canopy 
of which, as he afterwards discovered, could be silently screwed 
down to suffocate its sleeping occupant. Fortunately, he was 
unable to sleep, and so was saved from murder. This is how 
he describes his restlessness after he had got into bed: 

“I looked about the room at the different articles of furniture. 

. . . There was first, the bed I was Ijmg in; a fom-post bed, 
of all things in the world to meet with in Paris. . . . Then there 
was the marble-topped wash-hand stand, from which the water 
I had spilled, in my hurry to pour it out, was still dripping, 
slowly and more slowly, on to the brick floor. Then two small 
chairs, with my coat, waistcoat, and trousers flung on them. 
Then a large elbow-chair, covered with dirty white <flmity, with 
my cravat and shirt-coUar thrown over the back. Then a chest 
of drawers with two of the brass handles off, and a tawdry, 
broken china inkstand placed on it by way of ornament for the 
top. Then the dressing-table, adorned by a very small looking- 
glass, and a veiy large pin-cushion. Then the window — an un- 
usually large window. Tten a dark old picture, which the feeble 
candle dimly showed me. . . . This picture put a kind of con- 
straint upon me to look upward too— at the top of the bed. 
It was a gloomy and not an interesting object, and I looked 
back at the picture. . . .” 
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The second witness is Samuel Richardson, author of 
Clarissa. At one point in the novel, Clarissa is abducted from 
her home by Robert Lovelace. To frighten her into running 
away with him, Lovelace arranges for his servant to bang out- 
side the door while they are talking, and he then tells Clarissa 
that it is her brother and uncles coming to attack him. rigrisea 
describes the scene afterwards in a letter: 

“Now behind me, now before me, now on this side, now on 
that, turned I my affrighted face, in the same moment; expect- 
ing a funous^ Brother here, armed servants there, an enraged 
Sister screaming, and a Father armed with terror in his coun- 
tenance more dreadful than even the drawn sword which I saw, 
or those I apprehended.” 

And finally, here is an extract from the short detective 
story by R. Austin Freeman, called The Case of Oscar Brodski*: 

“Thomdyke glanced at the rail with but sli^t attention: that 
question had ceased to interest him. But the light of his lantern 
flashed on to the ground at the side of the track — & loose, 
gravelly soil mixed with fragments of chalk— ^nd from thence 
to the soles of the inspector’s boots, which were chsplayed as 
he knelt by the rail. 

“ ‘You observe, Jervis?’ he said in a low voice, and I nodded. 
The inspector’s boot-soles were covered with a^erent particles 
of gravel and conspicuously marked by the chalk on wMch he 
had trodden.” 

It is the business of the writer of fiction to observe life and 
to describe his characters and their reactions in life-like terms, 
and the evidence of all the three witnesses we have chosen testi- 
fies to one fact; namely, that it is a normal part of our be- 
haviour — ^so normal, indeed, that we never stop to remark on 
it — ^to look one moment at one thing, and the next moment at 
another, according to the direction in which our attention is 
attracted. Sometimes in order to alter our view a mere move- 
ment of the eyes is sufficient; sometimes we may turn our 
head roimd, or up or down; sometimes we may feel impelled 
to move our whole body, either to turn round, or to walk to 
a particular point. 

The view of dramatic action which we get in a theatre, 

where we gaze from a distance at a room with its fourth wall 

^ 

’ *ln The Singing Bone, pub. Hodder and Stoughton, London. 
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removed so that only three walls are visible, and where the 
action takes place in an area of onr field of vision so limited 
that we can follow the whole of it without the necessity of turn- 
ing our head to one side or the other, up or down — ^such a view 
is in the highest degree artificial, and quite unlike our experience 
in real life. When I actually enter a room, I find it impossible to 
see the whole of the room at once. I must look to the left, to 
the ri^t, before me, behind me, up to the ceiling, down to the 
floor. At each moment what I see will be no more than a frag- 
ment of the room; only in my memory can there ever be a 
complete picture of it, built up from the various fragments as 
I gaze at each in turn. 

Similarly, if I am in the middle of a scene of action, I shall 
find my attention, and with it my glance, attracted now in this 
direction and now in that. I may suddenly turn a street comer 
to find a small urchin, thinking himself unobserved, carefully 
aiming a fragment of rubble at a particularly tempting window. 
As he throws it, my eyes instinctively and instantly turn to the 
window to see if he hits xt. immediately after they turn back 
to the boy again to see what he does next. Perhaps he has just 
caught sight of me and grins derisively; then he looks past me, 
bis expression changes, and he bolts off as fast as bis short legs 
will carry him. I look behind me to discover the reason, and 
find that a policeman has just turned the comer. 

So we find that Wilkie Collins “looked about the room . . . 
there was first the bed . . . then there was the marble-topped 
wash-hand stand . . . then two small chairs,” and so on, and 
finally, “the dark old picture, which the feeble candle dimly 
showed me. This picture,” he continues, “put a kind of restraint 
upon me to look upward, too — ^at the top of the bed. It was a 
gloomy and not an interesting object, and I looked back at the 
picture.” And Richardson’s Clarissa, frantic with terror, writes 
of herself thus: “Now behind me, now before me, now on this 
side, now on that, turned I my affrighted face.” And thirdly, 
the observant Thomdyke of Austin Freeman’s story, patiently 
searching for clues to a murder beside a railway line, “glanced, 
at the rail with but slight attention: that question had ce^ed 
to interest him. But the light of his lantern ” — and with it, of 
course, his roving eyes — “flashed on to the ground . . . and from 
thence to the soles of the inspector's boots." 
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The fundamental psychological justification of editing as 
a method of representing the physical world around us lies in 
the fact that it reproduces this mental process in which one 
visual image follows another as our attention is drawn to this 
point and to that in our surroxmdings. In so far as the film is 
photographic and reproduces movement, it can give us a life- 
like semblance of what we see; in so far as it employs editing, 
it can exactly reproduce the manner in which we normally see 
it. This explains why the modem film is so much more vivid, 
and interesting and lifelike than the primitive film which was 
limited to the artifidal, unreal manner of the theatre.* It also 
explains a great deal more. Indeed, as will be apparent before 
we have done, this very simple fact is the keystone, not merely 
of the whole theory of fiOLm-editing, but of the whole technique 
of filmic representation. But for the present we must con^e 
ourselves to editing. 

During all our waking hours our glance is being constantly 
and instinctively directed from one point of attention to an- 
other: even as you read this book it is travelling steadily from 
word to word, from line to line; but this movement of the eyes 
does not always proceed at the same rate. When a man is in a 
calm and placid mood, it will take place in quite a slow and 
leisurely fashion. If one may judge from the calm deliberation 
of his description, it was in this way that Wilkie Collins, waiting 
in his bed for the sleep that would not come, eyed his sur- 
roundings: 

^ “I looked about the room at the different articles of furniture. 

. . . There was first, the bed I was lying in; a four-post bed, of 
all things in the world to meet with in Paris. . . . Then there 
was the marble-topped wash-hand stand, from which the water 
I had spilled, in my hurry to pour it out, was still dripping, 
slowly and more slowly, on to the brick floor”; 

and so on. 

But when the same man becomes an observer of, or a par- 
ticipant in, a very exciting and quickly-moving piece of action, 
the tempo of his reactions is greatly accelerated: his inclination 
is to throw his ^ance rapidly from one detail to another as he 

•In the theatre itself this artificiality is not felt as a restriction, because the art 
of the play is essentially an art of speech and dialogue, not essentially a visual art. 
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endeavours, with an almost feverish intensity, to absorb every 
implication of the scene. So we find Clarissa, startled with 
terror, Lovelace beseeching her to fly against her will on the 
one hand, the banging on the door resounding in her ears on 
the other, describing her feeUngs thus: 

“Now behind me, now before me, now on this side, now on 
that, turned I my affrighted face, in the same moment; expect- 
ing a furious Brother here, armed servants there, an enraged 
Sister screaming, and a Father armed, with terror in his coun- 
tenance. . . 

Qarissa emphasises the speed of her reactions by the use of the 
phrase “in the same moment,” just as Wilkie Collins empha- 
sises the casualness of his by the detail of the water dripping, 
“slowly and more slowly.”* 

The impressions of a tranquil observer can be reproduced 
in the film by what is known as slow cutting; that is to say, 
by the use of lengthy shots, each of which will remain on the 
screen for some httle time before it is replaced by the next. 
The movement from shot to shot may be retarded still further, 
where necessary, by the use of the dissolve instead of the cut, 
to emphasise the passage of time, even within the scene. 

Contrariwise, the impressions of a highly excited observer 
can be reproduced by quick cutting; that is to say, by the use 
of a series of very short shots which will follow each other with 
great rapidity. 

I Part of the skill of the fihh-maker hes in carefully adjust- 
I ing the tempo of his cutting to the emotional content of his 
■ scene, and in securing the alternation of one tempo with another 
so as to secure the clearest articulation of the rhythm of the 
film as a whole. Quick cutting in a scene which is quiet and 
peaceful will appear jerky and abrupt and give the spectator 
an appreciable sense of discomfort. For an exciting scene, on 
the other hand, he will instinctively demand quick cutting; his 
mind will be impelled to leap from one detail to the next, and 
imless the film editor in his cutting has anticipated these 

•Those who have seen Pudovkin’s film Mother, may remember that in the 
scene in which the mother sits motionless in her sad, night-long vigil by the 
body of her husband, Pudovkin inserts a close-up of water dripping slowly mto 
a bowl. 
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impulses at the right moment, the scene will suffer from slow- 
ness and heaviness, and the excitement will be to a large 
extent destroyed. In such a scene as this, indeed, by accelerating 
the cutting speed even to a super-normal degree, the film-maker 
can, if he wishes, exaggerate the intensity of the spectator’s 
excitement. 

It is quite a mistake to suppose, however, that the speed 
of the cutting alone is sufficient to influence the spectator’s 
emotions, as some writers appear to suggest. The cutting speed 
must be determined entirely by the emotional content of the 
scene. That is to say it has its source, in the last analysis, in the 
film script. It is the script which guides both director and editor, 
and the pattern of cutting tempos which they produce in the 
finished film can only be one which already exists in more or 
less clearly defined outline in tiie narrative embodied in the 
script. 

Even in the brief extract which has already been quoted 
from the release script of The Ghost Goes West, it will be seen 
that as the excitement of the scene grows, the shots decrease in 
length. The shortest shot in this extract is 2 feet 2 frames (shot 
254) which is equivalent to a running time of slightly less than 
one-and-a-half seconds. Another example of quick cutting may 
be found in the extract from D. W. Griffith’s film Intolerance, 
quoted in Lewis Jacobs’ book. The Bise of the American Film. 
Factory workers have come out on strike against a wage-cut; 
the militia are brought out to subdue the strikers, and they fire 
on them; in consternation, the factory manager telephones to 
the owner Jenkins, but he remains adamantly determined to 
enforce the cut: 

227. MEDIUM LONG SHOT. 2 ft. 11 frs. 

Cannon firing. 

228. MEDIUM LONG SHOT. 1 ft. 12 frs. 

Strikers — ^man in foreground bares chest, daring soldiers to shoot 
him. 

229. LONG SHOT. 1 ft. 12 frs. 

Inside factory fence: four strikers beyond — ^factory guards in fore- 
ground. 

230. MEDIUM SHOT. 2 ft. 8 fts. 

Manager and assistant agitated — manager runs forward. 
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231. MEDIUM SHOT. 2 ft. 2 frs. 

Factory door — ^manager runs in. 

232. THREE-QUARTER SHOT. 1 ft. 12 frs. 

Office — ^manager nms forward to telephone. Calls Jenkins. 

233. MEDIUM SHOT. 1 ft. 10 frs. 

Bars of fence — strikers behind, shaking fists and sticks, 

234. LONG SHOT. 2 ft. 3 frs. 

Jenkins’s office — he answers phone. 

235. (As 232.) 1 ft. 13 frs. 

Manager at telephone, excited. 

236. MEDIUM SHOT. 1 ft. 

Jenkins at telephone, answering calmly. 

237. ANOTHER ANGLE. 14 frs. 

Jenkins. 

238. (As 235.) 1 ft. 15 frs. 

Manager hangs up receiver— hesitates. 

239. THREE-QUARTER SHOT. 2 ft. 6 frs. 

Jenkins sitting at desk — staring ahead — ^indomitable 

240. (As 238.) 1 ft. 12 frs. 

Manager rushes back to door in rear. 

241. (As 231.) 1 ft. 13 frs. 

Runs out door.* 

The joining together of strips of visual image of greater or 
shorter length is, of course, a technical device peculiar to the 
film : but the effects which are obtained thereby, being part of 
our everyday experience, are by no means peculiar to the film, 
Novelists, as we have seen, represent the same effects by verbal 
description. The musician, the poet and the dramatist likevdse 

♦Lewis Jacobs, The Rise of the American Film, Harcorirt, Brace, -Co., New 
York, 1939, p. 195. It must be remembered that since Intolerance is a silent film, 
it ran at 16 frames a second instead of the modem 24, and that one foot of film 
gave a running time of one second, where to-day it would give only two-thirds 
of a second. 
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have their own means of obtaining variations of tempo. It 
might seem odd to have the quarrel scene of Shakespeare’s 
Julius Caesar quoted as an example of “quick cutting” in the 
medium of dialogue, but no one who has seen the play per- 
formed will easily forget the rapid thrust and parry of Brutus 
and Cassius hurling their clipped taunts at one another. 

CAs: Brutus, bait not me; 

FU not endure it: you forget yourself. 

To hedge me in; I am a soldier, I, 

Older in practice, abler than yourself 
To make conditions. 

BRu: Go to; you are not, Cassius. 

CAs: I am. 

BRU: I say you are not. 

CAs: Urge me no more, I shall forget myself; 

Have mind upon your health, tempt me no farther. 

BRU: Away, slight man! 

CAs: Is’t possible? 

BRu: Hear me, for I will speak. 

Must I give way and room to your rash choler? 

Shall I be frighted when a ma^an stares? 

CAs: O ye gods, ye gods! must I endure all this? 

BRu: All this! ay, more: fret till your proud heart break; 

Go show your slaves how choleric you are. 

And make your bondmen tremble. Must I budge? 

Must I observe you? Must I stand and crouch 
Under your testy humour? . . . 

The first thing to be observed about the technique of editing 
is that it affords the film-maker a new field for his powers of 
selection. The complete action of any given scene will be made 
up of a large number of detailed movements. Many of them will 
be going on simultaneously, and obviously we can see only one 
detail at a time, so that in any case the film-maker who is con- 
cerned to concentrate on detid must choose what he will show 
at any particular stage of the action. Selection, however, can go 
very much farther than this. By means of editing, he can elimin- 
ate all the meaningless intervals which we find in the chaos of 
life, and can concentrate on the significant details, in order to 
articulate the pattern which he distinguishes in the chaos. 
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Even in such a straightforward scene as the gun-fight on 
the wharf in The Ghost Goes West, selection has been stringently 
exercised. The whole action is conveyed in thirteen brief shots, 
the longest of which is on the screen for barely more than four 
seconds. In the course of it we get seven glimpses of the gangsters 
three of the night-watchman, and three of Murdoch. The whole 
of the scene is 51 feet 12 frames in length, which gives a running 
timft of only 35 seconds. Yet when seen on the screen, the 
^isode is exciting and complete, and entirely sufficient for its 
purpose. 

A more striking example from D. W. Griffith’s film 
Intolerance is referred to by Pudovkin: 

“Here there is a scene in which a woman hears the death 
sentence passed on her husband, who is innocent of the crime. 
The director shows the face of the woman: an anxious, trembl- 
ing smile through tears. Suddenly the spectator sees for an in- 
stant her hands, only her hands, the fingers convulsively gripping 
the skin. This is one of the most powerful moments in file film. 
Not for a minute did we see the whole figure, but only the face, 
and the hands. And it is perhaps by virtue of this fact that the 
director understood how to choose and to show, from the mass 
of real material available, only these two characteristic details, 
fiiat he attained the wonderful power of impression notable in 
this scene. 

“Here, once more,” continues Pudovkin, “we encounter the 
process, mentioned above, of clear selection, the possibility of 
the eliinination of those insignificances that fulfil only a transi- 
tion function and are always inseparable from reality, and of 
the retention only of climactic and dramatic points. Exactly 
upon this possibility depends the essence of the significance of 
editing, the basic process of filmic creation.”* 

Where a scene is built up from selected fragments in this 
way, it is important that they should foUow each other smoothly 
and naturally so that no break or inconsistency is apparent to 
the spectator; to express it in technical jargon, it is important 
to establish effective continuity between one shot and the next. 
We have already seen that one of the most responsible tech- 
nicians in a film studio is the continuity girl whose job is to 
prevent any discrepancies (for example, of dress or acting or 
set-arrangement) which would disturb the continuity, and which 


*Film Technique, p. 65. 
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tend to arise from the fact that shots which are to be joined 
together may be taken at different times and in different places. 
Discrepancies of lifting, photography and sound-recording 
arising from the same cause must likewise be avoided. 

Again, where a movement in one shot is continued into 
the next shot, the continuity will be disturbed if there is an 
unintentional repetition of movement on the one or a 
noticeable jump in it on the other. For example, the following 
series of shots might be indicated in the shooting-script: 

1 . medium shot. An analyst stands by the bench in his laboratory 
and in one hand holds up to the light a test-tube containing a 
clear liquid. With his other hand he reaches for a bottle on the 
bench in order to pour a few drops of its contents into the test- 
tube. 

2. CLOSE-UP of the test-tube. As the drops are poured into it, the 
liquid in the test-tube is seen to grow darker. 

3. MEDIUM shot. (As in Shot 1.) The analyst replaces the bottle on 
the bench and walks off-right with the test-tube. 

In shooting, shots 1 and 3 would be taken as one continuous 
shot. Then the actor would repeat his action so that the close-up 
could be taken, and in the process of editing this close-up would 
be cut into the middle of the medium shot. If the cutting is done 
correctly, the three shots when shown on the screen will appear 
as three consecutive views of one continuous and unbroken 
piece of action. It would be possible, however, to cut too much 
from one or both ends of the film to be joined, so that there 
was an unnatural jump in the action; for example, the end of 
shot 1 might show us the analyst’s hand stiU in the act of 
reaching towards the bottle, and then suddenly at the begin- 
ning of the close-up he mi^t already be pouring the drops mto 
the test-tube. It is equally possible, on the other hand, not to 
cut one or both ends of Ae film to be joined short enough, 
and this wUl give the unnatural effect of an overlapping of time 
and a repetition of action; for example, at the end of the close- 
up we mi^t see the drops poured into the test-tube, and the 
bottle begin to move away, and then with the cut to shot 3, we 
might see once more the drops poured m and the bottle moved 
away. 

It is an important part of continuity to ensure that such 
unintended inconsistencies do not occur; but all this is con- 
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tmuity considered in a negative sense, the mere avoidance of 
errors in shooting or cutting which would break the smooth 
transition from shot to shot. There is also a positive aspect of 
continuity, embracing the means by which the film-maker con- 
sciously and deliberately leads the attention of the spectator 
on from point to point in his narrative; and continuity in this 
sense is not simply a matter of shooting or editing, but is an 
integral part of the film’s construction, and has its foundation 
in the script. 

The establishment of this kind of continuity is not a prob- 
lem peculiar to the film; it confronts every artist who works 
in a medium involving sequence and development and the 
passage of time. The composer, the novehst, the dramatist, 
the choreographer of ballet are aU concerned with building a 
structural unity in the dimension of time, just as the painter, 
the sculptor and the architect are concerned with building a 
structural unity in space. 

Moreover, continuity in this sense is important in every 
part of the film, from the most general to the most particular. 
A film derives its unity, in the first place, as we have seen, from 
its plot-theme, and this is made a complete whole by con- 
sisting of a be ginnin g, a middle and an end: a cause or series 
of causes, an act, and the consequences; anything which does 
not contribute to this development is redundant, and mars its 
continuity. When this main action is worked out in terms of a 
series of minor actions to be represented in scenes and sequences, 
these likewise -must be logically inter-connected in terms of 
cause and effect in order to build up the structure which we 
know as the plot. 

It is, indeed, in terms of this cause and effect relationship, 
that Mr. E. M. Forster, in his Aspects of the Novel, defines the 
plot. “We have defined the story,” he says, “as a narrative of 
events arranged in their time-sequence. A plot is also a narra- 
tive of events, the emphasis falling on causality. ‘The king died 
and then the queen died,’ is a story. ‘The king died, and then 
the queen died of grief,’ is a plot. The time-sequence is pre- 
served, but the sense of causality overshadows it — or again: 
‘The queen died, no one knew why, until it was discovered that 
it was through grief at the death of the king.’ This is a plot 
with a mystery in it, a form capable of high development. It 
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suspends the time-sequence, it moves as far away from the 
story as its limitations will allow. Consider the death of the 
queen. If it is in a story we say ‘and then?’ If it is in a plot, 
we ask ‘Why?’ That is the fundamental difference between 
these two aspects of the novel.”* 

At both levels, then, of action-theme and plot, continuity 
between the various parts of the action is ensured by establish- 
ing one or both of two relationships, the relationship of natural 
sequence in time and, superimposed on it, the relationship of 
cause and effect. By seeing A, our minds are prepared to see B, 
not only because B follows A in time, but also because A is the 
cause of B, and B the logical consequence of A. “The king died, 
and then the queen died of grief.” 

What is true here of action-theme and plot we find to be 
equally true when we come to consider continuity between the 
shots of which a single scene is composed. Our attention is 
carried easily from one shot to the next on the assumption that 
what we see in shot 1 is immediately followed by what we see 
in shot 2, and that shot 2 is what we would logically expect to 
see after shot 1, either because it answers some question raised 
in shot 1 or because it follows it as effect follows cause, or be- 
cause there is some natural association of ideas between them. 

It is necessary at this point to define more precisely the 
terms “scene” and “sequence.” A scene, as we have already- 
observed, is normally composed of a number of shots. In the 
jargon of the film studio and in film scripts, these shots them- 
selves are described as “script-scenes” or, more briefly, 
“scenes” but in most books of film criticism, and in the 
present book, ambiguity is avoided by describing any fragment 
of moving picture which has been taken, either actually or 
apparently, in one uninterrupted running of the camera, as a 
“shot.”t Likewise, I always use the term “scene” to describe 
a piece of continuous action, whether depicted, as in the earliest 
fihns, in one shot or, as is much more common to-day, by a 
series of shots. 

’^Aspects of the Novel, p. 116. 

fFor certain trick efiEects (e.g,, stop-action photography) the ru nnin g of the 
camera may actually have been interrupted during shooting, but if the trick is 
successfully effected the interruption will not be noticeable, and the shot will 
still appear to have be^ taken without interruption. 
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“Sequence” is another word used in film writing some- 
what loosely and with several meanings, although the particular 
meaning in each case is generally apparent from the context. 
In so far as it has a particular technical significance it is used 
to describe some major part of the action as a whole; usually 
it is composed of a number of scenes, but it may on occasion 
comprise one scene only, where the scene is of sufficient length 
or importance. Quite often, however, “sequence” is used as 
synonymous with “series” or “ succession,” as where a writer 
refers to a certain “sequence of shots,” when he may be con- 
cerned with no more than a scene, or even only part of a scene. 
Ambiguity arises in the case of such a phrase as “the mutiny 
sequence” in Battleship Potemkin', without further clarifica- 
tion it is not apparent whether the word “sequence” is being 
used here in its more precise technical sense to denote the 
whole group of scenes which, leading up to and including the 
mutiny, comprise the first main section of the film; or whether 
reference is being made simply to the fitting on the ship in 
which that sequence culminates, which would more accurately 
be described as “the mutiny scene (or scenes).” In order to 
avoid such ambiguity in the present book, the word “sequence” 
is normally used to denote a major part of the action of a film, 
roughly analogous to the movement of a symphony, or the act 
ofajplay. 

In the fiction film conceived in dramatic form, then, shots 
are joined together to represent pieces of continuous action 
known as scenes, the scenes fall into larger groupings known 
as sequences, and the sequences combined give us the com- 
plete film. It is no less important to establish effective con- 
tinuity between the scenes and sequences than between the 
shots making up any one scene, and the general principles for 
establishing continuity are the same. The chief difference lies 
in the fact that whereas the shots within a scene are essentially 
continuous in time, there may be a lapse of time between one 
scene and another, or one sequence and another. 

An example taken from literature may help to make this 
clear. Robert Louis Stevenson’s story. The Strange Case of Dr. 
Jekyll and Mr. Hyde, is told from ffie viewpoint of a lawyer, 
Mr. Utterson, who is trying to discover the nature of the 
relatiionship between his friend Jekyll and the villainous criminal 
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named Hyde. At one point in the story Hyde murders a well- 
known public figure and Member of Parliament, Sir Danvers 
Carew, and immediately upon this follows what Stevenson calls 
Incident of the Letter, by which Utterson’s curiosity and sus- 
picions are further sharpened, although he still has no inkling 
that Jekyll and Hyde are the same man. This incident consists 
of two scenes. The first records a visit paid by Utterson to 
Dr. Jekyll immediately after the murder. He finds Jekyll in his 
chair “looking deadly sick.” He swears he has finis hed with 
Hyde and will never set eyes on him again; but he asks Utter- 
son’s advice on a letter which he says he has just received: 

“The letter was written in an odd upright hand, and signed 
‘Edward Hyde’; and it signified, briefly enough, that the 
writer’s benefactor, Dr. Jekyll, whom he had long so unworthily 
repaid for a thousand generosities, need labour under no alarm 
for his safety, as he had means of escape on which he pla<»d a 
sure dependence. The lawyer liked this letter well enou^: it 
put a better colour on the intimacy than he had looked for; 
and he blamed Mmself for some of his past suspicions. . . . 
‘Shall I keep this and sleep upon it?’ asked Utterson.” 

Utterson’s suspicions, however, were almost immediately 
stirred again. JekyU told him he had burned the envelope in 
which the letter came, and JekyU’s servant, questioned as 
Utterson was leaving the house, clenied any knowledge of the 
letter having arrived. And straightway we embark on the second 
scene: 

“Presently after, he sat on one side of his own hearth, with 
Mr. Guest, his head clerk, upon the other, and mid-way be- 
tween, at a nicely calculated distance from the fire, a bottle of 
particular old wine.” 

And while they are sitting thus, Utterson decides to show the 
letter to Guest, for whose opinion he has a high regard. While 
Guest is studying it, by a coinddence the servant enters with a 
dinne r invitation written by Dr. Jekyll, and Guest, who is a 
keen student of handwriting, compares Jekyll’s note witii 
Hyde’s. He remarks on “a rather singular resemblance; the 
two hands are in many points identical: only differently 
sloped.” This gives Utterson fresh food for thought, and bind- 
ing Guest to silence, he locks the note in his safe. 
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Now each of these two scenes, within itself, is essentially 
continuous in time; each action or utterance within the scene 
not only follows immediately on what precedes it, but follows 
it as effect following cause. Utterson visits Jekyll; as a result 
he finds him looking unwell (shaken, obviously, by what he 
knows of the murder which has just been committed); as a 
result of this, in turn, he expresses the hope that JekyU is not 
concealing Hyde, which leads Jekyll to say that he has finished 
with him; by way of confirmation he shows Utterson the 
letter; this prompts Utterson to ask to see the envelope, in case 
its postmark might give some clue to Hyde’s whereabouts; 
Jekyll replies that he has destroyed the envelope, that in any 
case the letter was delivered by hand; and so on. A similarly 
continuous chain of cause and effect may also be traced running 
through the second scene. 

Between these two scenes, however, there is a perceptible 
break: between the point at which Utterson decides to take 
further advice on the letter, and the point at which he is sitting 
with Guest by the fire, an appreciable passage of time has 
lapsed, as is made clear in the words, “presently after,” with 
which the second scene opens. Certainly, what happens in 
Scene 2 follows as a direct result of what has already passed in 
Scene 1 — ^that is the basis of the continuity between the two 
scenes; but it does not follow immediately after. 

Hence the significance of defining a scene as a series of 
shots, or fragments of action, which are presented as being 
essentially continuous in time: it is their continuity in time 
which is an essential part of their relationship and their mean- 
ing. It would be possible for a scene in a hotel room in London 
to end with one of the characters taking out his watch and 
saying: “It’s exactly ten-to-nine; John should just be leaving 
Welwyn,” and for the next scene to open wiih John leaning 
out of a train as it begins to move out of Welwyn Station. This 
is an exmple of a quite common device which script-writers 
use to link one scene with another. Obviously there is no lapse 
of time here between the end of the first scene and the com- 
mencement of the next, but in such a case the continuity in 
time is not essential: John does not depart from Welwyn 
Station because of what the first character has said, and it 
would be equally possible for the character to say, “John 
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ought to be leaving Welwyn soon,” or “within the hour” 
without affecting the , sense or structure of the two scenes in 
any way. 

In a sense, a scene may be regarded as a unified shce of 
time; and it is possible for two such slices of time, not only 
to be separated or contiguous, but also to occur simultaneously 
or to overlap. This happens when a story writer says “We wiU 
leave Paul and Mary talking thus, and return to see what befell 
Mr. Timberley after he had left them at Fountain Grove”; or 
when a dramatist writes of a scene in a play, “Scene 2 opens 
ten minutes before the close of Scene 1.” 

The normal method of transition from shot to shot within 
a scene is by means of the cut which gives the effect of one shot 
being instantaneously replaced by the next. The normal method 
of transition from one scene to another is by means of the mix 
or dissolve which is always associated with a sense of the pass- 
age of time or of a break in time. A sequence is normally i 
punctuated by a fade-in at the beginning and a fade-out at the| 
end. The fade may be quick or slow according to the emotional! 
mood of the film at the moment it occurs and to the degree of | 
emphasis which the director desires to give to the pause at t^iat > 
particular point. 
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5. EDITING: 

D. W, GRIFFITH AND EISENSTEIN 

You photograph the natural life, but 
you also, by your juxtaposition of detail^ 
create an interpretation of it 
JOHN GRIERSON 


IT WAS BY the American director, D. W. Griffith, that the 
principles of fihn editing outlined in the last chapter were dis- 
covered and first used. No one has had a greater influence on 
fihn technique. As we have already seen, the films made before 
1907 consisted of whole scenes taken with a single camera set- 
up. Occasionally one finds the action broken into two or three 
shots, especially in chase scenes, and sometimes even the close- 
up was used as a crude inset. Such constructions, however, were 
not characteristic, and until the time of Griffith they appear to 
have been used as exceptional expedients without any under- 
standing of their potentialities. 

David Wark Griffith, bom in Isentucky, January 22, 1875, 
was a young stage actor who had written one or two unsuccess- 
ful plays when he first began to act in one-reel films for the 
American Biograph Company in 1908.* After he had played 
in five films, the company promoted him to film direction and 
almost at once, fascinated by the new medium in spite of him- 
self, he began to feel his way forward, in film after fihn, towards 
a radically new technique. From 1908 to 1915 Griffith made on 
an average two one-reelers a week, or a total of over 700 reels. 
Here it is possible to do no more than to notice his most 
significant advances. 

In his first film. The Adventures of Dollie (released in July, 
1908), Griffith used the earhest known flash-back. In For Lave 
of Gold (August, 1908) he had to represent the two chief char- 
acters, miners who had struck gold, as growing suspicious of 
each other’s avarice; he solved his problem by moving the 

*He had appeared in one film before this date. Rescued from an Eagle’s 
Nest, produced by the Edison Company in 1907, and directed by Edwin S. Porter. 
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camera closer to the actors, getting what is now termed a full 
shot, in order to show their facial expressions more clearly. A 
little later, in After Many Years (November, 1908), a film based 
on the story of Tennyson’s Enoch Arden, he moved the camera 
nearer still into a full close-up of Annie Lee as she sat thinking 
of Enoch; and he followed this shot by a cut-back to Enoch 
hims elf on his desert island to begin a new scene. In The Lonely 
Villa (released June, 1909) he introduced parallel development 
for the first time, working up the climax by giving alternately 
successive fragments of two simultaneous scenes, the one show- 
ing a woman and her children at the mercy of bursars, the other 
her husband hurrying home to their rescue, so that the spectator 
is held in suspense as his attention is switched from the one to 
the other; this device was subsequently used in so many of 
Griffith’s films, and with such skill and effect, that it became 
known as the Griffith last-minute rescue. In Ramona (May, 
1910) Griffith used the earliest known extreme long shot. In 
TheLonedale Operator (March, 1911) he used very close shots 
and further developed the technique of cross-cutting. He also 
showed in this film a growing command of tempo; both cutting- 
speed and the speed of action within the shot were increased. 
In The Massacre (copyrighted by Biograph in November, 1912, 
but not released until February, 1914), m addition to rapid 
cuttmg, cross-cutting, parallel development and close-ups of 
detail, he used for the first time a moving camera in shots of 
the Indian attack; subsequently, in Home, Sweet Home (released 
by Mutual, July, 1914) he used a camera mounted on a moving 
car to take shots of Jack Pickford galloping on a horse. 

Griffith came to the cinema as a man of the theatre, but 
each new experiment led him further away from the methods 
of the theatre and nearer to the true technique of the fiikn. He 
realised instinctively the possibilities which lay in working 
throu^ the camera, in using the camera not simply as a record- 
ing machine, but as a fashioning tool with which the film- 
maker’s raw material, namely, that which took place in front 
of the camera, could be moulded. His keen eyes saw in the 
rehearsed scene certain details which he, as story-teller, wanted 
to accentuate. Instinctively he moved his camera nearer to con- 
centrate on them. Thus was he led to break up the colourless 
one-shot scene into smaller fragments shown in mid-shot, close • 
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shot and close-up according to the particular degree of p.mphasis 
and concentration he required at each point: thus did he estab- 
lish the principles of film editing which we have already 
examined in theory: for, as we have observed, the nearer the 
camera approaches the scene of action the more fragmentary 
does the shot become, and the more is the film-maker under 
the necessity of creating his effects by the particular fragments 
of the scene he selects to photograph, and the sequence in which 
he joins them. It is sometimes loosely said that Griffith invented 
the close-up. If this is intended to mean that he first used the 
close-up, it is demonstrably imtrue. The truth is that he was the 
first to appreciate the sig^cance of the close-up as the key- 
stone of a new technique of film-making. 

Griffith, then, broke up the single scene into shots, which 
enabled him to vary the camera set-up from shot to shot, and 
to give a much more intimate and detailed representation of 
the action. It gave him much greater control over his material 
by enabling him to select the few essential points of attention 
out of a mass of irrelevant and distracting detail; in the words 
of Lewis Jacobs, “he suddenly understood how the art of the 
movie director differs from that of the stage director; in moviej 
making, guiding the camera, even more than directing the actor, i 
is the trick.”* It also gave him unprecedented control over/ 
movement in what is essentially an art of movement; by playing 
on shot duration, and on the relationship of actions in successive 
shots, he was able to move his audience by skilfully constructed 
and exciting visual rhythms. He departed, too, from the 
principle of his predecessors, that each scene must be brought 
to its close before the next was begun. He indulged in a free 
interplay between the shots of various scenes to emphasise the 
dramatic relationship between them, as in the cut-back, parallel 
development and other forms of cross-cutting. 

This new technique which he had forged, Griffith exploited 
with impressive mastery and power in his two great films We 
Birth of a Nation (1915) and Intolerance (1916). They marked 
the culmination of his career. He continued to make films for 
another fifteen years or more, and although some of them still 
rank as major productions in the history of the film, his work 

♦ JJwe of the American Film, p. 110. 
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dToring these years shows a gradual decline. Having reached the 
limit of his iimovations in technique, he stood stiU, while others 
quickly learnt enough of his methods to appear to equal or 
even surpass him; moreover, the First World War had given 
the coup de grhce to that Victorianism with which his outlook 
as both artist and social reformer was so deeply imbued, and 
he was left with nothing effective to give to the disillusioned 
C3mics and realists of a post-war world. 

In his development of the technique of editing Griffith 
seems to have proceeded largely by intuition, by that inexplic- 
able feeling for his medium which every good cr^tsman knows. 
Nowhere, to my knowledge, did he formulate the prindples of 
his method, or even show that he was conscious that such 
prindples existed; he merely solved each problem as it con- 
fronted him by the means which seamed most appropriate to 
it. While this srfeguarded him from being misled, as many others 
have been misled, by blind adherence to mere theory, it may also 
have prevented him from understanding the fundamental char- 
acter of editing and the full measure of its potentialities. He did 
not appear to be aware, in particular, that fundamentally the 
proems of presenting a succession of selected visual images, 
even where its purpose is merely the representation of a dramatic 
scene as it was actually performed, achieves its effect by building 
up in the mind of ffie spectator a particular assodation of 
ideas; yet Griffith’s own work is full of examples which clearly 
demonstrate that this is so. 

For example, in the scenes of Intolerance, representing the 
assault on the dty of Babylon, Griffith shows men falling from 
the summit of the high dty wall to the ground fifty and more 
feet below. This is done in two shots. The first is a distance shot 
(vertically masked on both sides, inddentally, to emphasise the 
sense of height) shovdng a small figure hurled from the top of 
the wall and falling into space; this is presumably either a 
dummy, or a man falling mto a net placed below the camera’s 
field of view. The second is a very much nearer shot of the 
ground at the bottom of a wall, and shows a real man falling 
to the ground and lying there apparently lifeless; in this second 
c^e the actor jumped from a wall only a few feet high, but 
since the top of fliis wall is not included in the shot, only his 

72 



editing: d. w. Griffith and eisbnstein 

drop to the ground is seen.* By cutting from the first shot to 
the second at the right moment, GriflSth gives the spectator a 
most vivid impression of a complete action which in reality did 
not take place. 

A more complex example is to be found in another of 
Griffith’s films, fVay Down East (1920). The story reaches its 
climax when the orphan heroine (played by Lillian Gish) is 
driven from her master’s house into a snowstorm. Wandering 
aimlessly through the blinding snow and growing more and 
more weary, she makes her way to a nearby frozen river, where 
she falls down at last, in utter exhaustion, upon the ice. When 
the hero (Richard Barthehness) learns what has happened he 
goes out into the storm to find her. Searching everywhere with 
his lantern, and calling her name continually, he too, as dawn 
breaks, finds himself by the river’s edge. During the night the 
river ice, attacked by the spring thaw, has been cracking in all 
directions, until eventually the piece on which the girl is lying 
breaks away and swings out into the current. It is at this 
moment that Barthehness sees her, with her head a few inches 
from the edge of the ice and her hair straggling in the water. 
He runs despairingly along the river bank. She is floating nearer 
and nearer to a huge waterfall over which the massive ice 
blocks are being hurled into the swirling torrent far below. 
Barthehness leaps out on to a piece of floating ice, and thence 
on to another and another, keeping his balance with the greatest 
difficulty. StiU nearer she moves towards the pounding water- 
fall, and more quickly as the speed of the current increases. 
Still he jmnps desperately from ice-sheet to ice-sheet in an 
endeavour to save her. She is now only a few yards from the 
waterfall, a few feet, and then, as tiie ice-block prepares to leap 
over the fall, Barthelmess jumps near to her, seizes her and 
drags her back to safety. 

This sequence is inisputably one of the most vivid, excit- 
ing and realistic in the whole Mstory of the cinema, yet the 
action it presents never in fact took place; it was conceived 
entirely in the director’s imagination and reproduced by skilful 
editing. Miss Iris Barry, in D. W. Griffith: American Film 

♦This procedure of concealing part of the action necessary to the taking 
of a shot by excluding it from the camera’s field of view is known to studio 
tedinicians as “cheating,” and the shot as a “cheat shot,” 
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Master* gives the following description of the shooting (p. 29): 

“In March, when a blizzard conveniently came along, the 
snowstorm scenes were filmed at Mamaroneck. . . . The ice 
scenes were then shot at White River Junction, Vermont, under 
peculiarly uncomfortable circumstances. Albert Bigelow Paine’s 
Life and Lillian Gish (New York, Macmillan, 1932) quotes 
Richard Barthelmess: ‘Not once, but twenty times a day, for 
two weeks, Lillian floated down on a cake of ice, and I made 
my way to her, stepping from one cake to another, to rescue 
her.’ The scenes at the brink of the falls were, however, taken 
much later in the year at Farmington, Conn., with wooden ice- 
cakes. The actual waterfall shown for a brief moment is Niagara. 
Since scenes of action of this sort are usually produced to-day 
by quite different methods, the facts seem remarkable, but 
might hardly be worth recording save for the effectiveness with 
which all these scenes taken at remote times and places were 
finally assembled.” 

In particular this account makes it evident that the shots 
of the ice-floe approaching the top of the waterfall, including 
that in which the heroine appears to miss so narrowly a plunge 
to death, wefe cheat shots of the comparatively low falls at 
Farmington with the lower water level just out of view. Cut into 
the sequence, however, are other shots of the huge falls of 
Niagara, and these become inseparably associated in the spec- 
tator’s mind with the shots of the inert girl on the floe whom 
he imagines to be moving towards the roaring falls. 

In both these cases shots of subjects which in real life had 
no direct relationship with each other were assembled to create 
a photographically realistic impr^sion of a purely imaginary 
event; in both cases the director succeeded in building up in the 
minds of his audience an association of ideas welded with such 
persuasive logic and charged with such emotional momentum 
that its truth was not questioned. It was the directors of the 
Soviet Union who were the first to understand the full sig- 
nificance of this fact and to exploit it. 

The government which came to power in Russia in 1917 
was faced with the task of rebuilding the State in one of the 
most backward countries of the world, whose archaic feudalism, 

•PuSidied by fte Museum of Modem Art Film Lftamy, New York, Nov., 
1940. 
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under which the great mass of the people were kept impover- 
ished and illiterate, had suddenly crumbled beneath the stress 
of a disastrous war into the chaos of revolution. It was for this 
reason that Lenin declared in 1918 that “for us, tlhe most 
i^ortant of aU the arts is the cinema.” He was interested in 
the film prunarily as a medium for mass propaganda and 
education and for the creation of particular social attitudes.* 
In 1919 the Russian film industry was nationalised under the 
Commissariat of Education, and in the same year the State 
Institute of Cinematography (the G.I.K.) was established for 
research and the training of technicians. 

The enthusiastic young technicians of the new Russian film 
industry, inspired by this oflScial encouragement on the one 
hand, and yet at the same time compelled by the shortage of 
film stock and production equipment to use every foot of film 
with the greatest economy and forethought,t devoted much 
attention to the theoretical study of the new medium, and 
especially to the work of D. W. GrifiSith, whose films were being 
widely shown.| 

♦“Lenin, as reported in the Moscow News for January 24, 1935, speaks of 
the arts not only as giving pleasure and recreation to the masses, but as indis- 
pensable in augmenting social education communication) and in welding 
a vast population into an actual social unity. In Russia the problem of trans- 
forming a feudal into a democratic order is most urgent, and this can be done, 
Lenin realised, more effectively by the arts than by any other agency. Because 
of the extent of illiteracy, the radio as an avenue of communication and the 
motion picture zis ah art are the primary means by which Russia hopes to 
democratise its society.” (Mortimer J. Adler, Art and Prudence^ Longman’s, New 
York, 1937, p. 619.) 

t“Pudovkin now relates with pride the terrible diflSculties that had to be 
overcome in the making of pictures in those early days. There was no coal, no 
fuel, no light, very little food, hardly room to work in. They studied in thick 
overcoats and felt boots — when they could get them. They had to gather together 
material for their scenery from all kinds of flotsam and jetsam. Even the pro- 
jectors had to be hand-made. Every possible thing had to be economised. Every 
yard of film, every kopeck, had to be fought for.” [Herbert Marshall, Soviet 
Cinema (a Russia To-day publication), p. 2.] 

JMiss Iris Barry, in D, W. Griffith : American Film Master (p. 24), quotes 
the following extract from a letter sent by the Soviet director Leonid Trauberg 
to Griffith in September, 1936: “You certainly know what an important effect 
your pictures have had on Soviet cinema directors and actors. We have seen 
your pictures in 1923-24 — except Intolerance [which we saw] m 1919 — /.e., in 
that time when we all— Eisenstein, Pudovidn, Ermler, Vassilieffs, and we two 
p.e., Trauberg and Kozintsev]— had just begun our work as directors. Under 
the* influence of your pictures ... our style has been created.” Compare also 
the referaices to GrMth and the American dnema in Pudovkin’s Film Technique 
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The Russians argued that a medium which does no more 
than represent an event as it appears in reality can never serve 
the purposes of art, however well it may serve those of record. 
Even if the event be a brilliant actor performing in a most skil- 
fully designed studio setting, if the film simply presents it as it 
is (j,e., as it would appear to an observer standing where the 
camera stands) then it merely records, in a quite mechanical 
fashion, a piece of acting and a piece of studio design; however 
much art there may be in either of these, the result does not 
constitute a work of film-art. Only if the film itself can be utilised 
to mould and shape the event, to express an attitude towards 
it, to express something of the impact it makes on the artist 
as an experience, has it any claim to be an art form. It is true, 
as we shall see, that by the choice of a particular view-point 
for the camera a certain overtone of significance can be implied 
within the limits of a single shot or even frame, but the poten- 
tialities of this device are extremely limited. On the other hand, 
as soon as we resort to editing, a limitless field of possibilities 
is opened up; for editing, as the Russians saw, is nothing less 
than the deliberate guidance of the thoughts and associations' 
of the spectator. 

One of the earliest and most influential research workers 
and teachers at the G.I.K. was a young painter. Lev Kuleshov; 
it was a chance meeting with Kuleshov which first awakened 
Pudovkin’s interest in the film, and in Film Technique there are 
numerous references to Kuleshov and his experiments. 

“From our contemporary point of view,” says Pudovkin, 
“Kuleshov's ideas were extremely simple. All he said was this: 
Tn every art there must be first a material, and secondly, a 
method of composing this material specially adapted to this 
art.’ The musician has sounds as material and composes them 
in time. The painter’s materials are colour, and he combines 
them in space on the surface of the canvas. What, then, is the 
material which the film director possesses and what are the 
methods of composition of his material? 

“Kuleshov maintained that the material in film- work 
iConsists of pieces of film, and that the composition method is 
their joining together in a particular, creatively discovered 
order. He maintained that film-art does not begin when the 
artists act and the various scenes are shot— this is only the 
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preparation of the material. Film-art begins from the moment 
when the director begins to combine and join together the 
various pieces of film. By joining them in various combinations, 
In different orders, he obtains differing results.”* 

The Russians, in short, seized on editing as being the vital 
creative principle in fihn-making. Dziga-Vertov went so far as 
to take the extreme view that the director should make no 
attempt at aU to interfere with real Ufe, but should merely go 
about quietly and unobservedly, accumulating material with 
th.e camera, his “Kino-eye,” relying for his effects solely on the 
choice of the material and the way in which it was ultimately 
assembled at the editing table. Eisenstein, on the other hand, 
staged aH his scenes but strove for the greatest realism and 
rigorously abstained from the use of professional actors, work- 
ing always, in his silent films, with non-actors. Pudovkin, 
again, used professional actors as well as non-professionals. 
Whatever their individual differences, however, all these pro- 
gressive directors of the Russian dnema shared a common 
conviction in the supreme importance of editing. They clearly 
perceived, moreover, as Griffith seemed to have been only 
dimly aware, that editing derived its power not merely from 
the fact that by breaking up a scene into shots it could be 
represented more vividly and realistically, but also from the 
fact that a succession of shots involved a complex set 
of relationships between them, relationships of idea, of 
duration, of physical movement and of form, by the skilled 
manipulation of which an audience could be most power- 
fully affected. . 

All the experiments and demonstrations of Kuleshov which 
Pudovkin records are concerned with this matter of relationship. 
For example: 

“L. V. Kuleshov assembled in the year 1920 the following 
scenes as an experiment: 

1. A young man walks from left to right. 

2. A woman walks from ri^t to left. 

3. They meet and shake hands. The young man points. 


*Fibn Technique , pp. 138-139. 
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4. A large white building is shown, with a broad flight of 
steps. 

5. The two ascend llie steps. 

. . . The spectator was presented with the pieces thus 
joined, as one clear, uninterrupted action: a meeting of two 
young people, an invitation to a nearby house, and an entry 
into it. Every single piece, however, had been shot in a different 
place; for example, the young man near the G.U.M. building, 
the woman near Gogol’s monument, the handshake near the 
Bolshoi Teatr, the white house came out of an American picture 
(it was, in fact, the White House), and the ascent of the steps 
was made at St. Saviour’s Cathedral. What happened as a 
result? Though the shooting had been done in varied locations, 
the spectator perceived the scene as a whole. The parts of real 
space picked out by the camera appeared concentrated, as it 
were, on the screen. There resulted what Kuleshov termed 
‘creative geography.’ ”* 

Similarly, “Kuleshov tried to record a woman in move- 
ment by photographing the hands, feet, eyes, and head of 
different women. As consequence of editing resulted the impres- 
sion of the movements of one sin^e person.”t 

On another occasion Kuleshov was assisted , by Pudovkin 
hims elf in an experiment which he describes as follows: 

“We took from some film or other; several close-ups of 
the well-known Russian actor Mosjukhin. We chose close-ups 
which were static and which did not express any feeling at all 
— quiet close-ups. We joined these close-ups, which were aU 
similar, with other bits of film in three different combinations. 
In the first combination the close-up of Mosjukhin was im- 
mediately followed by a shot of a plate of soup standmg on a 
table. It was obvious and certain that Mosjukhin was lookiog 
at this soup. In the second combination the face of Mosjukhin 
was joined to shots showmg a coffin in which lay a dead woman. 
In the third the close-up was followed by a shot of a little girl 
playing with a funny toy bear. When we showed the three 
combmations to an audience which had not been let into the 


*Film Technique^ pp, 60-61, ^ 
^Film Technique, p. 117, 
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secret, the result was terrific. The public raved about the acting 
of the artist. They pointed out the heavy pensiveness of his 
mood over the forgotten soup, were touched and moved by the 
deep sorrow with which he looked on the dead woman, and 
admired the light, happy smile with which he surveyed the girl 
at play. But we knew that in all three cases the face was exactly 
the same.”* 

Pudovkin also points out that to alter the order of shots 
in a scene, without any alteration of the shots in themselves, 
may suffice to change the meaning of the scene. He quotes 
what he describes as a crude example composed of three close- 
ups: (1) A man snaihng; (2) A revolver is pointed; (3) The same 
man is looking frightened. In that order the shots convey the 
idea of a coward; but if they are reversed they convey the idea 
of a brave man. Pudovkin indeed, was so pre-occupied with this 
question of relationship as to hold that individual shots in 
themselves had little value: 

“To make clear my point and to^bring home unmistakably 
to my readers the meaning of editing and its full potentialities, 
I shall use the analogy of another art-form, literature. ... If 
a writer requires a word — ^for example, beech — ^the single word 
is only the raw skeleton of a meaning, so to speak, a concept 
without essence or precision. Only in conjunction with other 
words, set in the frame of a complex form, does art endow it 
with life and reality. I open at hazard a book that lies before 
me and read ‘the tender green of a young beech’ — ^not very 
remarkable prose certainly, but an example that shows fully 
and clearly the difference between a single word and a word 
structure, in which the beech is not merely a bare suggestion, 
but has become part of a definite literary form. The dead word 
has been waked to life through art. 

“I claim that every object, taken from a given viewpoint 
and shown on the screen to spectators, is a dead object, even 
though it has moved before the camera. . . . Only if the object 
be placed together among a number of separate, objects, only 
if it be presented as part of a synthesis of different separate 
visual images, is it endowed with filmic life. Transformed like 


*Film Technique , p. 140. 
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the word ‘beech’ in our analogy, it changes itself in this pro- 
cess from a skeletal photographic copy of nature into a part of 
the filmi c form”* 

When these Soviet directors came to put theory into prac- 
tice in their films , they met with astonishing success; the best 
of dieir productions, The Battleship Potemkin (1925), October 
(1928) and The General Line (1929) of Eisenstein, Mother (1926), 
The End of St. Petersburg (1927) and Storm over Asia (1928) of 
Pudovkin, Earth (1930) of Doyjenko, and possibly one or two 
others, represent the highest level reached by the silent film as 
an art form. They stirred contemporary audiences to such ex- 
citement and enthusiasm that in many countries outside the 
Soviet Union, including Britain, their public performance was 
banned on political grounds, and they have withstood the test 
of time so well that to-day, when something of their original 
force as propaganda has been lost, they can still provide 
sequences more stimulating and aesthetically satisfying than 
anything which the cinema has produced since, with all its 
technical development. 

Such sequences have to be seen and, indeed, seen many 
times to be fully appreciated; the effects of the best of them are 
dependent upon subtleties of shot relationship, especially of 
timing, movement and gesture, which defy verbal description, 
and which even the reproduction of stiUs from successive shots 
is inadequate to convey. Here it is not possible to do more than 
to mention one or two of the most obvious realisations of 
theory in practice by way of illustration. 

Eisenstein’s long film October is for the most part con- 
cerned entirely with the presentation of abstract ’ideas by the 
combination of visual images. At the beginning, workers are 
shown swarming over a huge cast-iron statue of the Czar and 
fastening long ropes to it in order to pull it down. The collapse 
of the Czar’s authority and the beginning of the revolution is 
symbolised by various parts of the statue falling off in slow 
motion, and tihe statue itself falling over towards the earth. But 
with the establishment of the Kerensky Government, the statue 
floats up into position again, and the detached parts move 
back to their places (an effect obtained by r unning the previous 


*Film Technique, pp. adii-xv. 
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shots backwards); the implication is obvious. The ridicule 
heaped upon the hapless Kerensky is savage indeed. He is 
shown in the Czar’s palace, in the private library of Nicholas 11, 
where he signs an order for the restoration of the death penalty. 
He then mounts an ornate wooden stairway, on a landing of 
which he stands looking down with arms folded. The next shot 
is of a statuette of Napoleon in a similar attitude. Then comes 
the news that the royalist General Kornilov is advancing; there 
is a call for aU hands to the defence of Petrograd, “for God and 
country.” The idea of God is presented in a rapid succession 
of shots of images of gods and primitive tribal deities, the idea 
of country by shots of medals, and other decorations. A shot of 
General Kornilov on his horse with arm upraised is followed 
by a shot of a statuette of Napoleon on horseback in a similar 
position. We return to the figure of Kerensky standing with 
arms folded, and the statuette of the standing Napoleon, also 
with arms folded. “Two Bonapartes,” says a title. Again 
Kerensky, and the standing Napoleon; then the Napoleon on 
the charger with arm upraised; several shots of two statuettes 
of standing Napoleons confronting each 'other; a close-up of 
the heads only, facing each other; a short close-up of a Napoleon 
head looking to the right; a similar close-up looking to the left; 
the two opposed statues again, full-length;two primitive wooden 
figures of tribal gods confronting each other; a series of brief 
shots of Napoleons and images of gods intercut in rapid 
sequence; Kormlov raising his arm m a signal to advance; a 
tank moving forward; Kerensky petulantly flinging himself 
down into the sfiken palace cushions in impotent despair; and 
on that shot the sequence fades out. Such symbolism, which is 
not characteristic of Eisenstein’s work at its best, appears to-day 
somewhat naive, but it indicates the freedom with which these 
Soviet directors associated individual shots. 

A more impressive piece of film-making is the final section 
of Pudovkin’s Mother, the story of a woman in pre-Soviet 
Russia who in trying to shield her son, a political agitator, from 
the police, is unwittingly led to betray him, and is thereby 
awakened to an understanding of what her son has been 
fighting against. 

When her son is in prison, the mother comes to visit him, 
and surreptitiously slips a piece of paper into his hand. The guard 
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announces that her time is up and she leaves. “And outside,” a 
title tells us, “it is spring.” There follow shots of a swollen 
river, a stream running between the stones, geese waddling 
through pools, a boy laughing, a baby on the ground as geese 
come running and splashing through the puddles, a woman 
picking the baby up, swirling water, the mother walking across 
the muddy fields and beside a pond on her way from the 
prison. The scene changes to the son’s prison cell again. Fur- 
tively he reads the note: “The lamplighter will put a ladder 
against the wall. At twelve o’clock there will be a cab waiting 
at the comer.” The shots which follow are a large close-up of 
his eyes, very short (8 frames); a medium shot of him sitting on 
the edge of the cell bed; a close-up of gushing and foaming 
water; a close-up of his hand tightly gripping the edge of the 
bed; a medium close-up of his body on which the shadows of 
the prison bars form a pattern; swirling water of a stream in 
flood (39 frames); another (14 frames); four brief close-ups of 
a child laughing (4 frames, 6 frames, 20 frames and 8 frames); 
two shots of swirling water (14 frames and 13 frames); a baby 
laughing (27 frames); a splash subsiding into turbid water (32 
frames); a close-up of the son’s eyes (11 frames); turbid water 
(14 frames); the son sitting on the edge of the bed (16 frames); 
a close shot from the rear, of the son jumping up (13 frames); 
a large close-up from above, of a mug on a table, and a hand 
coming forward to clutch it (9 frames); a close shot of the son 
hurling the mug on to the floor (21 frames); a close shot of the 
mug bouncing on the floor; a second shot of the mug bouncing; 
it rolls to rest. The son then bangs on his cell door in sheer 
exhilaration, until the guard looks in through the observation 
port and orders him to be quiet. 

Now the scene changes to the common cell. Some prisoners 
sit in a group, others sit alone and silent, lost in their thoughts. 

We see what they are thinking; in the case of one, it is a horse 
pulling the plough through the rich dark earth; another sees 
in his mind’s eye a tree in blossom. We learn that the men are 
planning a mass prison break “to-morrow during exercise.” 
The word is passed from man to man. They lever bricks out of 
the walls, and conceal them under their jackets in preparation. 

In another brief scene we are shown workers in the local 
factory planning a mass demonstration on the morrow; but 
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they are overheard by an informer, and the police and military 
officials also bestir themselves in preparation. The son in his 
prison ceU: is shown reading a new note: “F.vary thin g is ready 
for your escape. To-morrow you will be free again. They are 
coming from all parts of the town.” The scene ends on a fade- 
out. 

On the next day small groups of workers are seen walking 
through the town to their assembly point, their figures reflected 
in the puddles along the water-filled roads. The ice on the 
river is breaking up and large pieces of ice move slowly down- 
stream. The son looks out of his prison window at the wall 
below; a shot of water rippling, another of water surging; as 
the son peers through the bars, the prison bell clangs to an- 
nounce the time for exercise. The top of a ladder is seen moving 
along the prison wall. A guard orders the son to get down from 
the window, and when he fails to do so, tells him he will lose 
his exercise. 

The prisoners are marched out into the prison yard in 
single file; the ice moves down the river; the marching proces- 
sion of workers is seen from above, moving steadily forward; 
again we see the river ice; again the procession. The prisoners 
march sullenly round the yard in a wide circle; one by one they 
kick a loose stone into position until at last, one of them is 
able to pick it up imobserved. The commander of the mihtary 
forces in his office receives a note from the chief of police: 
“Stop the break at once”; he gives an order; soldiers run out 
of their barracks, and horses are brou^t from their stables, 
their passing forms being reflected in the puddles; the soldiers 
mount their horses. We see an end-on view of the town bridge, 

. deserted, followed by close-ups of broken ice rearing and 
cracking against the pylons of the bridge. A shot from above, 
of the mass of river ice moving slowly towards the camera is 
followed by a similar shot, also from above, of the procession 
moving away from the camera. A series of nearer views show 
us the mother marching in the vanguard of the procession, next 
to the standard-bearer. The river ice is churning; the bridge is 
still empty. 

In the prison yard the prisoners stand in defiant posture. 
As a guard turns to walk away a brick is hurled and the riot 
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breaks out. Men escaping over the prison gates are fixed on, 
others retreat before a line of firing guards. The son kicks 
against his cell door, and when a guard conies in to silence 
him, he overcomes the guard with the help of a fellow-prisoner 
and escapes. In the confusion he manages to get to the outer 
wall and climb over it into the street. He is pursued down to 
the river, and runs out on to the moving ice, jumpmg from one 
floe to another. A guard fires on him from the bank, but misses. 
A long shot shows him as a minute figure far out on the ice. 
A nearer view shows him crawling to the edge of the floe and 
lying there exhausted, his head a few inches from the water. 
There follow a series of shots showing alternately the workers’ 
procession marchin g forward with the mother in the van, and 
the blocks of ice being swept along on the river. The son is 
seen crouching on a floe as it nears the bank, and then jumping 
off and clambering up the bank. The mounted cavalry receive 
an order from their commanding ofiicer to move off, and cross 
the bridge. Clambering over a fence the son sees the workers’ 
procession advancing across the mud (the marchers are again 
shown reflected in the pools and puddles). He runs to meet it, 
is given an enthusiastic welcome, and then turns to meet his 
mother struggling through the excited crowd towards him. They 
embrace. At that moment the cavalry oflBicer gives another com- 
mand; the soldiers, having now come up to the procession, 
dismount and step into shooting formation. The crowd begins 
to panic. The soldiers fire. Some of the crowd fall into the mud. 
The rest scatter. The son sags lifeless in his mother’s arms, shot 
through the head. The mother cries out, wipes the blood from 
his brow as he sinks inert to the groimd. The soldiers remount. 
The mother, now left alone with the dead and wounded, raises 
the red flag lying nearby. She gets to her feet and turns to face 
the soldiers. Their officer gives the order to advance and gallop- 
ing forward they ride the mother down as she stands facing 
them defiantly, the flag streaming in the wind. The sequence, 
and the film, closes with a last shot of the ice-blocks rearing and 
crashing, and a brief series of dissolving views of chimneys, 
turrets and spires culminating in a shot of the flag fluttering 
against the sun. 

Again, it must be emphasised that in a written desaription 
it is impossible to convey any real idea of the movement both 
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within each shot and in the transition from one shot to another, 
which is such an important element of the film itself, and which 
makes this ending of Mother so exciting and moving. Neverthe- 
less, this description, imperfect though it is, amply illustrates 
how Pudovkin could combine shots with a poetic freedom to 
build up a complex emotional impression. He has himself 
given an account of the editing of part of this section in the 
following words: “The son sits in prison. Suddenly, passed in 
to him surreptitiously, he receives a note that next day he is to 
be set free. The problem was the expression, filmicaJly, of his 
joy. The photographing of a face lighting up with joy would 
have been flat and void of effect. I show, therefore, the nervous 
play of his hands and a big close-up of the lower half of his 
face; the comers of the smile. These shots I cut in with other 
and varied material — shots of a brook, swollen with tihe rapid 
flow of spring, of the play of sunlight broken on the water, 
birds splashing in the village pond, and finally, a la ughing child. 
By the junction of these components our expression of 
‘prisoner’s joy’ takes place.”* 

When this account is compared with the film itself, two 
facts at once become apparent. First, it is not accurate in its 
details;t secondly, and much more importantly, Pudovkin 
does not do justice to his own craftsmanship. His own descrip- 
tion gives the impression that the shots of the brook, the sun- 
li^t and the laughing child were introduced quite arbitrarily, 
as the tribal deities and the statues of Napoleon were intro- 
duced into October. The filmic tapestry which Pudovkin actually 
wove, however, was of a much more complex pattern, as 
an examination of the film shows. All the images which he 
introduces to depict the prisoner’s joy belong to a theme which 
has already been introduced in quite a natural way, the theme 
whidi opens with the words “And outside, it is spring.” Cer- 


*Film Technique^ p. xvii. 

tPudovkin was obviously writing from memory. Anyone who has had an 
opportunity to see old films again, and to check them against his recollection of 
them, knows that the memory can play the most queer tricks with our visual 
impressions. If Pudovkin could not remember accurately the details of shots to 
which he must have devoted the most concentrated creative attention three years 
previously, what are we to expect of the recollections of a mere spectator? Yet 
most film history and much film criticism has been based entirely (and hitherto 
perforcedly) on recollected impressions. 
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tainly they give us a most vivid impression of the minted 
emotions which surge through the prisoner’s brain as he tries 
to grapple with the sudden news that on the morrow he may be 
free; but their ability to do this depends mainly on the fact that 
they are images with which we have already become familiar 
in the filnrij and which we have associated with a certain idea, 
the idea of the winter snows melting, children and animals 
co ming out into the sun again, and the world stirring to life 
with the coming spring. 

The whole of the section which I have described is, in fact, 
constructed by the interweaving of a number of distinct threads 
of action or movement. Four of these threads belong to the 
plot: the son’s escape and reunion with his mother, the mass riot 
in the prison, the demonstration of the factory workers in the 
town, and the action taken by the army to break up the demon- 
stration. Beyond these, there are two others: first, the general 
scenes of spring, the running and swirling water of the streams 
and rivers, the children playing and laughing, and the pools in 
the muddy groimd with their reflections; and secondly, as a more 
particular element of the spring setting, the blocks of ice moving 
inexorably down the river, now slowly and placidly, now rear- 
ing and grinding against each other. The movement of the sec- 
tion as a whole is built up by the mixture of these subsidiary 
elements, set off one against the other, and their interrelation- 
ships are of a most subtle and varied kind. The shots of spring, 
as we have already seen, are re-introduced to express the 
prisoner’s joy. The spring theme appears again in the thoughts 
of the men sitting in the common cell; it is continually recurring 
in the shots of the procession and the soldiers reflected in the 
pools in the roadway. The ice on the river is a natural develop- 
ment of the spring theme which almost at once assumes a 
special importance of its own. There is a clearly drawn simile 
between the movement of the ice and the movement of the pro- 
cession; both begin slowly, both gradually acquire momentum, 
and in the end, just as the ice-blocks rear and crash against the 
pylons of the bridge, so is the procession confronted with 
disaster at the bridge and broken up into chaos and confusion. 
But the ice is also a natural part of the scene, and plays a 
realistic part in the plot development when the son escapes on 
to a floe and is carried away to temporary safety. 
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Finally, suffusing the whole section, there is a steadily 
rising undercurrent of hope, which ends on a note of triumph. 
Materially, everything is lost, the prisoners and the workers are 
crushed, the son and the mother are killed; but greater than the 
material disaster is a moral victory. This is the very opposite 
of that kind of “morbid situation,” in which “the suffering 
finds no vent in action; in which a continuous state of mental 
distress is prolonged, unreheved by incident, hope or resistance; 
in which there is everything to be endured, nothing to be done.” * 
Here the mental distress, the hopelessness, of the earlier part of 
the film finds its release in action of the most violent and 
tempestuous kind. And once again the constant reiteration of 
the idea of spring released from the rigid thraldom of winter, 
plays its part as imagery, in this case to point the major theme. 

Many writers on the cinema appear to have been under the 
impression that this selection and combination of shots to 
suggest ideas of relationship, whether of similarity or contrast, 
obvious symbolism or subtle imagery, was invented by the 
Russians, but this is not so; it was implicit in the theory of 
editing from the very beginning. Pudovkin gave the method a 
name, “relational editing,” but the method itself he took over 
from Griffith. For example, the savage indictment against 
modern war, which Pudovkin makes in The End of St. Petersburg 
by intercutting two parallel scenes, one of men fighting and 
dying in the mud at the front, and the other of hysterically 
excited financiers bidding on a soaring stock market at home, 
is justly celebrated; but in essence this device had already been 
used by Griffith twelve years earlier, in the modem story of 
social injustice in Intolerance, where he emphasised the con-, 
dition of workpeople living at a bare subsistence level by intro- 
ducing contrasting shots of their wealthy employers walking 
into a magnificent salon to take part in a rich banquet. The 
whole of Intolerance, indeed, is one massive piece of relational 
editing, in which four themes are elaborately .intercut to 
make a passionate onslaught against intolerance throughout 
the ages. 


♦Matthew Arnold: The Choice of Subjects in Poetry (preface to Poem, 
1853). Precisely such a “morbid situation” as Matthew Arnold here describes 
is to be found in von Stanberg’s film, The Blue Angel (Germany, 1931), in which 
Emil Jannings and Marlene Dietrich played the chief parts. 
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This is not to deny, however, that there are very clear 
differences between the work of Griffith and the Soviet silent 
film. In the first place, there is a radical difference of outlook. 
Whereas Griffith was a romantic and an idealist, an archaic 
survivor of a vanishing era, the Soviet directors were social 
realists, imbued with the most advanced political and social 
ideas of their time. Their approach to life was more dynamic, 
more analytical, less conventional. They accqjted the fimda- 
mental principles of technique which Griffith had established, 
but worked them out to their logical conclusion. They used 
them more self-consciously and deliberately, and with greater 
boldness and freedom. Whereas Griffith appears to have thought 
predominantly in terms of the scene, and of the relationship of 
one dramatic scene to another, the Soviet directors tended to 
think far more in terms of the relationship between single shots, 
single fragments of action, to express implications, comments, 
ideas, overtones of significance, They were much pre-occupied, 
as we have already seen, with the potentialities of the fact that 
by joining one shot to another it is possible to create a tertium 
quid, a third something, which is not present in either of the 
shots separately, and which is also something more than the 
mere sum of them. 

It is possible that they carried this pre-occupation to excess, 
in their theory if not in their practice; it is obvious that when 
Pudovkin claims that “every object, taken from a given view- 
point and shown on the screen to spectators is a dead object, 
even though it has moved before the camera,” and that “only 
if it be presented as part of a synthesis of different separate 
visual images is it endowed with filmi c life,”* he is overstating 
his case to the point of absurdity. “The error,” Eisenstein has 
since conceded, “lay in placing the main emphasis on the 
possibilities of juxtaposition, while less attention seemed to 
be paid to the problem of analysing the material that was 
juxtaposed.”! 

Nevertheless, the work of the Soviet school had a pro- 
found influence on the subsequent history of the cinema. At a 
time when there was some danger that the real significance of 


♦See above, p. 79, 

Film Sense, Faber and Faber, London, 1943. 



EDITING : D. W. GRIFFITH AND EISENSTEIN 

Griffith’s discoveries might be lost, partly, perhaps, because 
they had never been explicitly stated — even the work for his 
own films was usually done “in his head,” without a written 
script — and when editing was already degenerating in other 
hands into a merely mechanical jo ining of lengths of film, the 
Russians drew attention, in the most sensational manner, to 
the fact that primarily editing was nothing less than a treat- 
ment of reality, or rather, an imitation of the process by which 
we apprehend reality. ^Affiereas even Griffith appears to have 
regarded editing as little more than a most powerful aid for the 
vivid representation of dramatic fiction, editing for the Russians' 
was the very essence of creative work in the film, a process of , 
analysis and synthesis which ideally was aheady completed in 
the script stage before a foot of film had been shot. 

This view of editing was very cfifferent from that which 
obtained in our own co mm ercial studios, where it denoted 
merely the process of assembly, the physical cutting and joining 
of film-strips in which the editor engaged after the shooting 
was completed, often with the chief object of disguising the mis- 
takes and inefficiencies which had accumulated during the 
previous stages of production. In order, therefore, to distin- 
guish the Russian conception of editing, the Russian term 
montage was introduced into En^h ; for an exotic idea, an 
exotic word. Yet montage, as Ivor Montagu pointed out in his 
translation of Pudovkin’s Film Technique, is simply the French 
word for ordinary commercial editing which the Russians 
themselves had annexed. Unfortunately, seized upon as a catch- 
word by pseudo-intellectuals, it was used to such excess, and 
with so little understanding, that both it and the valuable idea 
it represented fell into disfavour, especially among film tech- 
nicians, and it is now seldom used.* 

So far, we have considered the relationship of consecutive 
shots only in terms of content, but they may also be related in 
fftirns of visual pattern and movement. The importance of this 
formal aspect may best be made clear, perhaps, by reference 
once again to a literary parallel. In his short story Markheim, 
Robert Louis Stevenson teUs how Markheim murders an old 

♦Note, however, that the word montage is used by American film tedi- 
nidans to denote a rapid impressionistic succession of shots, sometimes linked 
by dissolves, wipes or other optical eSects. 

?9 



THE ART OF THE FILM 

antique dealer in his shop, and how his own conscience subse- 
quently confronts him and forces him to confess his guilt. The 
skill with which Stevenson builds up the atmosphere on which 
the success of the story depends is illustrated by the following 
description of the scene immediately after the dealer has been 
struck down: 

“Time had some score of small voices in that shop, some stately 
and slow as was becoming to their great age; oAers garrulous 
and hurried. All these tolled out the seconds in an intricate 
chorus of tickings. Then the passage of a lad’s feet, heavily 
running on the pavement, broke in upon these smaller voices, 
and startled Markheim into the consciousness of his surround- 
ings. He looked about him awfully. The candle stood on the 
counter, its flame solemnly wagging in a draught; and by that 
inconsiderable movement the whole room was fiUed with noise- 
less bustle and kept heaving like a sea; the tall shadows nodding, 
the gross blots of darkness swelling and dwindling as with 
respiration, the faces of the portraits and the china gods chang- 
ing and wavering like images in water. The inner door stood 
ajar, and peered into that leaguer of shadows with a long slit 
of daylight, like a pointing finger.” 

Here, one might say, is a perfect fragment of film script, 
a series of striking visual images, a series of suggestive sounds, 
crying out to be shot and recorded. Yet if this were done, how- 
ever faithfully, there is stDl a quality in the literary original 
which would be entirely lacking in the film version. It is a 
quality which belongs to the words themselves, to the pattern 
of sounds and rh)dhmic stresses, and to the subtle interplay of 
overtones of association, created by their arrangement. In 
evoking the atmosphere he required, this formal aspect of the 
word order was no less important to Stevenson than the logical 
and gra mm atical aspect. 

The fimction of all representative art, at its highest, is to 
communicate experience, that is to say, the reaction of the 
artist, as a complete personality, to a given situation, real or 
imagined. Because the reaction is that of a complete personality 
it is not solely ifltellectual or solely emotional or sensuous; it 
is a mixture of aU three. When W. B. Yeats, in The Lake Isle of 
Lmisfree, says: 

“I hear lake water lapping with low sounds by the shore;” 
he is not concerned merely to present us with a description, a 
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picture, of the poet listening; in addition, by creating certain 
formal relationships of sound, most noticeably by the allitera- 
tive use of the “1,” he tries to create for us the sound of the 
water, reinforcing the intellectual statement of cognition (“I 
hear lake water”) with the sense impression which accompanies 
it; and by the rhythmic beat of his verse he also evokes an 
emotional reaction. 

Sometimes form and content are spoken of as two separate 
things, and as though an artist could embellish content by super- 
adding “form,” or concentrate on form at the expense of con- 
tent. This is entirely false. Distinguishable as aspects, they are 
in essence' inseparable. Form is itself a quality of content, and 
the more highly-charged the content of a statement, the more 
formal in character is it likely to be. To destroy the form of a 
line of poetry is to rob it of the most vital part of its content. 

It is its formal quality, the formal use of sound and 
rhythm in prose and verse, of composition and colour in paint- 
ing, of movement in dancing, and of rhythm and sound-pattern 
in music, which is the distinctive characteristic of all art, and 
which endows it with permanence. It is in music, of course, that 
one finds it at its purest, usually devoid of any representational 
significance whatsoever, and I believe it was Schopenhauer who ’ 
once observed that “aU arts aspire to the condition of music”; 
Mr. Charles Marriott had the same idea in mind when he said 
of paintings, in a B.B.C. broadcast, that “every picture tells a 
story, but every picture also plays a tune.” 

If there is any force in the film’s claim to be accepted as 
an art, then we are entitled to expect that, like aU the older arts, 
it will possess its own characteristic formal potentialities; and 
many of those who believe the claim to be unwarranted are 
probably influenced, consciously or unconsciously, more by 
doubts on this point than on any other. It is true that music and 
verse and the pictorial composition of the painting can all be 
introduced into a film, but these are not characteristic of the 
film medium. Laurence Olivier’s Henry V was a very fine filmed 
version of the play, but the magnificence of Shakespeare’s verse 
alone, although spoken by our greatest actors, is not enou^ to 
make a great film in the true sense of the word. To adapt a 
remark made by Je an C octeau about the theatre, what is i 
required is poetry./?/ Jjie fihn, instead of pqetry in the fil m. 
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What has the fihn-maker to correspond to the colour and 
visual design of the painter, the solid masses of the sculptor, 
i the musical sounds of the composer, and the word soimds and 
! stresses of the writer and poet? Undoubtedly the answer to this 
question is, movement. The film-maker has pictures, but they 
‘are moving pictures, and movement, as we shall see in the 
chapter on camerawork, is the most important element in their 
composition; he has sound, but again, as we shall see in the 
chapter on film music, what links the sound and the visuals 
into a formal unity is the rhythm of the film as an art of move- 
ment. Yet the single word “movement” may be misleading un- 
less it is clearly understood to msa.n. filmic movement; that is to 
say, movement controlled and patterned by manipulation of 
the film medium; the ballet, for example, is an art of move- 
ment, but a mere cinematograph record of a ballet will not be 
a work of film art. 

Movement wit hi n the shot is, of course, an important part 
of the movement of the film as a whole, and it need not be 
hmited to movement of the subject only. It may spring from the 
movement of the camera; or it may be accelerated or reduced 
to slow-motion by alteration of the running-speed of the 
camera; it may be present only potentially, in a composition 
made dynamic by the use of acute diagonals, or extreme fore- 
shortening, or sharp contrast of lighting. Yet movement within 
the shot, from whatever source, will derive its main formal 
significance from the extent to which it contributes to a larger 
and more complex pattern of movement created by the relation- 
ship of one shot to another. Even the static shot and the stable 
composition — even, indeed, the rigor mortis of the still picture 
— ^may have its,place in such a movement pattern. 

The film is a kind of ballet, but whereas in the ballet of 
the theatre the spectator sits motionless and watches a pattern 
of movement unfold before him, in the film it is the spectator’s 
own mind, freed by editing from the body’s inertia, which 
moves. The film-maker who is also a film poet, and can discern 
an underlying rhythm beneath the prosaic and chaotic surface 
movement of events, can induce the spectator to share his 
experience m precisely the same way as an artist in any medium. 

AH the great film directors have been aware of this, at 
least instinctively, from D. W. Grifiith onwards, but none has 
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shovra himself, in theory and practice, more conscious of its 
importance than Eisenstein. The mutiny sequence and the 
Odessa steps sequence in Battleship Potemkin, the sequences of 
the religious procession and the cream separator in The General 
Line, and the raising of the bridges of St. Petersburg in October, 
are all brilliant compositions of exactly calculated relationship 
•between the pattern and movement and duration of successive 
shots, adding vitality and excitement to their representational 
relationship. They have a richness of design which lends itself 
to the most extensive analysis. 

Unfortunately, it is virtually impossible to indicate in 
words the precise quality which gives such work its value. The 
difficulty of describing movement and relationships of move- 
ment in exact terms, and the fact that we have no notation for 
movement similar to that which the musician has for music, is 
responsible, I feel sure, for the gross neglect which movement 
has suffered in books on film theory. The only form of film 
illustration hitherto available to authors, the photographic still, 
even strengthens this tendency by its entirely static character. 
I see no remedy beyond urging students not to be content with 
merely reading books about films, but to take every oppor- 
tunity of studying films on the screen. Many of the old classic 
films which have an assured place in film history can now be 
obtained for showing by film societies, clubs and educational 
organisations, and even by individuals fortunate enough to own 
a substandard projector. 

Althou^ Eisenstein’s work, in my view, unmistakably 
points the way for the development of a true art of the film, his 
lead has not been followed. Far from having developed its 
control of movement, the film has, in general, lost much of the 
sense of movement which it possessed in its silent days. The 
virtual neglect of movement by film writers and critics, already 
mentioned, may be partly responsible. In the main, however, 
it appears to be associated with the development of sound, 
which brings with it a strong temptation to rely on the use of 
words in the form of either didogue or commentary, and 
encourages the adaptation of plays and novels of a literary char- 
acter; it also tempts producers in some instances to escape the 
problems of a truly cinematic art while giving a spurious 
semblance of art to their films by the use of music and verse, 
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The great complexity of present-day production methods 
1 may also be a contributory factor. If, as I believe, a work of 
\ art must be essentially the expression of an individual artist, 
then ideally the film -maker should'be able to visualise a succes- 
sion of images and sounds in an imaginary cinema within his 
mind, and to embody them in a script in the sure knowledge 
that they will be directly and exactly reproduced as he has 
imagined them. In the nature of things this is impossible. 
Between the writing of the script of a film and its final appear- 
ance on the screen there must intervene all the other processes 
of production. The more complicated the production organisa- 
tion, the more dijfficult does it become for one person to control 
it, and the less likely is the original conception of the film to 
find its way to the screen unless it is relatively simple and 
stereotyped in character; and once again, that which is most 
likely to get through unaltered is the spoken word. 

Even Eisenstein’s recent sound films are far more static 
than his earlier silent work, although in this case there may be 
other reasons for the change. His experiments in film aesthetics 
were apparently checked by the State campaign against formal- 
ism in art which was launched in the Soviet Union in the early 
thirties. It is presumably to this that Eisenstein refers when he 
says, writing of his early interest in shot-relationships: 

“My critics did not fail to represent this as lack of interest 
in the content of the film-shot pieces, confusing research in 
one aspect of a problem with the attitude of the researcher 
to the representation of reality.”* 

In recent years Eisenstein has been preoccupied with the 
view that “editing” is a process which extends beyond the 
assembly of images and sounds into every part of film-making, 
including the composition of the story, the composition of the 
constituent parts of each frame, the writing of the dialogue, 
and even the interpretation of a character by the actor. 

It is quite certain that the film can never return completely 
to the old silent-film technique which, even at its best, was 
forced by the absence of sound to resort to devices which we 
can now recognise as being outmoded and even slightly ridicu- 


*The Film Sense, p. 19. 
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lous. It is, nevertheless, true that in its silent days, in the hands 
of D. W. Griffith and Pudovkin and Eisenstein, the film came 
nearer to being an art form, in its own ri^t, than it has ever 
been since. Even with the addition of sound, the film remains 
primarily a visual art, and the major problem of technique 
with which fflm-makers should be preoccupied to-day is that 
of finding a style which will combine the best elements of the 
silent film with the peculiar attributes of sound. 

The influence of the theories and methods of the Soviet 
silent cinema is most clearly seen to-day in the impressionism of 
the typical documentary film, in which diverse shots of material 
taken, either apparently or in fact, from real Hfe, are assembled 
to build up a generalised survey or statement. The danger of 
this impressionistic style lies in the fact that since there is no 
definite content-relationship between one shot and another, but 
only a subject relationship of the most general kind, it is apt 
to become difliise and chaotic, even meaningless, imless the 
shots are linked by strong formal relationships as they are, for 
example, in Ruttman’s Berlin. 

The Russian technique of editing has also left its mark in 
the use which is sometimes made of filmic imagery, that is to 
say, the association of shots to suggest visual similes. In 
Anthony Asquith’s early film Cottage on Dartmoor, for example, 
an escaped prisoner, evading pursuit, suddenly decides that 
life, even with freedom, is not worth living without the woman 
he loves, and he turns back in his path and begins to run to- 
wards the cottage where she lives. A prison officer sees him 
outhned against the sky, raises his rifle to his shoulder, and 
fires. Mortally wounded, the prisoner with a last desperate 
effort, hurls himself against the cottage door, and at that 
moment a shot of a wave crashing on the rocks is cut in. The 
result is to give an added vehemence and intensity to the 
prisoner’s last expiring movement. 

I always feel, however, that imagery and symbolism of this 
kind is far more effective if the shots which are juxtaposed axe 
a natural part of the background of the film, and not introduced 
arbitrarily, as the wave has been introduced here. A second 
example from the same film will illustrate the^oint. The chief j 
character, a barber, tormented with jealousy because the girl he i 
loves is herself in love with a customer, finds himself shaving ’ 
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the customer; holding the razor near his throat, he begins to 
upbraid him, to frighten him. The girl standing by suddenly 
moves to intervene, there is a momentary struggle, things are 
overturned, and suddenly everyone stands transfixed with 
horror. At this moment we are given a close shot of a bottle 
lying on the floor, and from its narrow neck a dark fluid slowly 
pours out into a pool on the floor. We do not need to be told 
that the customer has been gashed with the razor. In this case 
the bottle is a natural part of the scene, one of the things 
knocked down in the struggle, and at the same time it gives the 
director precisely the image he wants at that point. This second 
kind of imagery (of which the shots expressing the prisoner’s 
joy in Pudovkin’s Mother are another example) is more effec- 
tive than the first, I suggest, not simply because it is more 
diflacult to achieve, but because the film medium, being essenti- 
ally visual and photographic, demands a higher standard of 
objective realism than the other representational arts. This 
means that where the film director presents us with a realistic 
scene in a realistic manner he should as far as possible create 
the impressions he desires by what might be seen in actuality. 
This is not calculated to discourage imagination, on the con- 
trary; the image arbitrarily brought in is an easy evasion of the 
problem. The hallmark of a good film style, as of a good 
literary style, is its objectivity. 
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The eyet which is called the windoiv of the soul, is the chief means where- 
by the understanding may most fully and abundantly appreciate the 
infinite works of nature; and the ear is the second, inasmuch as it 
acquires its importance from the fact that it hears the things which the 
eye has seen 
LEONARDO DA VINCI 


FOR THOSE OF US who remember the great days of the silenf 
jfilm, and still look back to them as a golden age of dnema, it 
is a healthy shock to be reminded that few people to-day under 
the age of thirty can have any clear recollection of watching 
silent films. For most of them the film has always been some- 
thing to be heard as well as seen. While, therefore, the historical 
accident which gave the visual side priority of development 
has justified our giving it, likewise, priority of consideration, it 
is now high time to redress the balance. 

Although the sound film as we know it dates from 1927, 
the desire to make the film talk is as old as the film itself. In- 
deed, it is older; for Edison first discovered, in 1877, how to 
record and reproduce sound by means of his Phonograph, and 
it was the success of the Phonograph wMch suggeisted to him 
the possibility of adding to it a moving photograph. In 1891, 
he invented the Kinetoscope, a peep-show machine, by means 
of which moving photographs could be displayed to one person 
at a time, and the Kinetoscope was subsequently combined 
with the Phonograph to make the Kinetophone. 

In 1896, Charles Path6 in Paris, and Messter in Germany, 
made attempts to combine the newly invented cinematograph 
with the Berliner gramophone. This idea received a new lease 
of life in 1908, when the Warwick Company in England intro- 
duced their Cinephone apparatus, to be followed rapidly by the 
Hepworth Vivaphone and the Gaumont Chronophone, all 
depending on the playing* of gramophone records with films 
and incorporating some mechanical device to ensure synchro- 
nisation between the two. Two limitations prevented these 
systems from becoming anything more than a fashionable 
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novelty; the volume of sound produced by the ordinary gramo- 
phone was insufihcient, and the methods of synchronisation were 
imperfect. 

A more fruitful line of research was pursued by Eugene 
Lauste, who in 1906 took out in Britain the first patent for a 
system of recording sound vibrations photographically on the 
film itself, by which perfect synchronisation could be auto- 
matically ensiured. It was the development of this idea, coupled 
with the parallel development of devices for the electrical ampli- 
fication of sound, which made the modem sound film possible. 
What ultimately brought it to birth was the decision of Warner 
Brothers, faced with a slump in their fortunes, to gamble on 
the novelty of sound. Their first sound feature. The Jazz Singer, 
made in 1927, was such an astonishing success that within a 
few months the film industries of the world began a stampede 
to wire studios and cinemas for sound, and by 1929 the era of 
the silent film was virtually at an end. 

Sound added a new dimension to the film, a new extension 
of realism. One could not only see a man speaking or singing, 
one could also hear at the same time what he said, or what he 
sang, matched perfectly to the movements of his lips. If he 
slammed a door, one heard the bang at precisely the right 
moment. If a dog barked, one could hear the bark perfectly 
timed to the movement of his jaws. If an actor knocked over a 
vase, one heard the smash and tinkle of broken ^ass as it struck 
the floor. It was marvellous; it was unbelievable. Just as audi- 
ences in 1896 had been thrilled chiefly by the idea that pictures 
actually moved and had been content to sit and watch such 
simple things as a train entering a station or workers coming 
out of a factory, so in the earliest days of the sound film they 
were chiefly eccited by the fact that the soimd was realistic and 
perfectly timed to match the action. Naturally, the producers 
exploited this curiosity to the fuU. Sound was used without dis- 
crimination, and wherever possible in obvious synchronisation 
with the picture; and since it was in speech that synchronisation 
could be displayed to the greatest advantage, it was the “hun- 
dred-per-cent t^Okie” which became the most popxdar fitei of 
the day. 

Films made in this way, however, had little artistic merit 
and fell far below the stantods of even the moderately good 


15. Frames from successive shots of (left) RuttmanrCs Berlin and (right) Grierson's 
DRIFTERS to illustrate the impressionist technique characteristic of the documentary film. 
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silent film. In the first place, much of the freedom with which 
the visual image had been used in the silent film was suddenly 
lost. The film script was written in terms not of pictures, but of 
long passages of dialogue, like a stage play, and this imposed 
severe limitations on the distance within which the. camera 
could be moved; for if speech is to be heard clearly, the listener 
must not be too far away, and in a film the “listener’" is the 
imaginary observer represented by the camera. Variation of 
camera angle and freedom of cutting were also seriously reduced 
since they would have tended to distract attention from the 
dialo^e, which was of principal significance, and would have 
been incompatible with the emphasis on synchronisation. The 
“hundred-per-cent talkie,” in short, represented a throw-back 
to the stilted, monotonous style of the cinematographic repro- 
ductions of stage plays which had been common from 1908 to 
1914, when the film was still groping to discover itself. 

Moreover, the compensating gain from synchronism was 
negligible. A silent film can show a dog barldng; to add the 
sound of his bark is certainly a gain in realism, but it tells us 
nothing more than we knew before, it adds nothing to the 
expressive qualities of the image; it is still merely a dog barking. 
Even dialogue was often used to say in words what the silent 
film was able to express as well by images alone. The picture 
of the angry father pointing his wretched erring son to the door 
is made no more significant if we add the words: “Get out of 
here and never darken these doors again.” The silent image, 
in such a case, may weU be more, rather than less, impressive. 

The more intelligent critics were quick to attack these 
faults, and some were even goaded into a reactionary attack on 
sound itself as being a step backward. An art, they argued, 
thrives on the limitations of its particular medium, and every 
gain in realism (as, for example, the painting of sculpture in 
lifelike colours), must be accompanied by an aesthetic loss. 
They grimly prophesied the ultimate invention of a film capable 
of representing life and its sensations so perfectly as to be 
entirely useless for the purposes of art. An echo of these mis- 
givings was heard when the colour film was introduced and will 
doubtless be heard once more when the stereoscopic film 
appears. Such attacks, however, are both impotent and ill- 
founded; if they had any validity, the addition of movement to 
m 99 H 

16. Development of movement in Fritz Lang's metropolis; (top left) the static com- 
position emphasises the subjection of the enslaved workers; (top right) potential dynamism 
of composition as they are incited to revolt; (bottom left and ri^t) the revolt breaks into 
tempestuous movement. 
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photography, which led to the birth of the film itself, would 
stand condemned by the same token, and cinematography 
would be a far less expressive and resourceful medium than stih 
photography, which is apparent nonsense. A gain in realism 
must, of course, mean a loss of certain limitations which pre- 
viously may have been used with great effect (compare the 
remarks on Ladies in Retirement, p. 44), but it also brings with 
it, by way of compensation, new scope for selection and, in- 
deed, new limitations of its own. 

The microphone, like the camera, is unselective. As we 
have already seen, the camera records eveiything within its 
field of view without discrimination; but by means of editing 
we can join together a number of shots taken by the camera in 
different positions, and reproduce the impressions of an observer 
looking now in one direction, now in another. The microphone 
likewise, picks up all sounds within its range without dis- 
crimination; can we in this case also, reproduce the impressions 
of a selective observer by mechanically cutting and joining 
various pieces of soimd-track together? Pudovkin experimented 
with this method in his soimd film Deserter* and secured some 
striking results, but it is not capable of general application; 
for the simple fact is that the way in which we hear is different 
from the way in which we see. 

When we were considering the way in which we see, we 
were helped by one or two quotations from the descriptions of 
novehsts. Let us, therefore, discover what help they can give 
us now in this matter of hearing. At one point in Tolstoy’s 
War and Peace, one of the chief characters, Pierre, is compelled 
to watch the military execution of five men. The death of the 
fifth, a young factory worker, is described as follows: 

“The word of command must have sounded, and after it the 
shots of the eight muskets. But Pierre, however earnestly he 
tried to recollect it afterwards, had not heard the slightest sound 
from the shots. He only saw the factory lad suddenly fall back 
on the cords, saw blood oozing in two places, and saw the cords 
work themselves loose from the weight of the hanging body, 
and the factory lad sit down, his head falling unnaturally, and 
one leg bent under him.” 


*See p. 30, footnote. 
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The striking part of this description from our present point 
of view hes in the words: “But Pierre . . . had not heard the 
slightest sound.” “The word of command must have sounded, 
and after it the shots of the eight muskets,” and these sounds 
must have fallen on Pierre’s ears; but transfixed with horror at 
what he saw, he heard nothing. 

A moment’s reflection will persuade us that this is so far 
from being an uncommon thing as to be part of our everyday 
experience — ^part, in fact, of the normal mechanism of hearing. 
At any particular moment a considerable number of sounds 
may be impinging upon my ear drum, as I can confirm if I 
consciously pause in what I am doing to listen to them; but I 
am seldom conscious of more than one or two of these soimds 
which have caught my attention, or to which my attention is 
deliberately directed, and I may on occasion, hear nothing at 
all. The distant note of the cuckoo to a countryman, the 
tumultuous roar of street traflBic to the city-dweUer, although 
clearly audible, may be entirely unheard if their minds are held 
by some other sound or sight or thought. I well remember 
how, as a boy, I would become deeply engrossed in an exciting 
book, and how my mother would call me again and again with- 
out any effect, until at last she had to come and shake me 
forcibly by the shoulder; it was not that I was inattentive or 
indifferent — had not heard, so entirely was my attention 
turned in one direction. On the other hand, if one’s attention 
is in a mood to wander, all kinds of incidental noises may 
force themselves on the mind, and prove a distraction to reading 
or whatever else one may be doing; the rustle of paper or the 
tickin g of a clock in an otherwise silent Ubrary can be, on occa- 
sions, more disturbing than the steady derfening roar of a 
factory working at full pressure. 

In the case of the eye, we turn our attention from one thing 
to another by looking now near, now far away, now in one 
direction, now in another. The very fact of looking at one 
point excludes the possibility of looking at any other, not 
merely mentally, but physiologically; if I am looking before 
me, it is a physical impossibility to see what is behind me, and 
vice-versa. But in tibe case of the ear, aU the sounds within 
audible range are striking our ears all the time, and are able 
to be heard; which of them we in fact hear depends on a purely 
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mental process of selection which allows some sounds through 
and stops others, which may even on occasion stop all sounds, 
according to the pre-occupations which hold our attention at 
that moment. It is as though between the ear and the conscious 
mind there were an automatic sound control device, by means of 
which incoming sounds were separated, and some allowed to 
come through clearly and loudly, others more faintly, and the 
rest, not at all, the balance between them being changed aU the 
time as the control responded with the greatest sensitiveness to 
the fluctuations of attention in the mind. 

Now let us turn for a second quotation to Dickens’ Bleak 
House. The chief character, Esther Summerson, accompanied 
by her two young friends Richard and Ada, visits the house of 
a certain Mrs. Jellyby, who is so taken up with public duties 
that she neglects her home and her large family. Here is a 
fragment from Esther’s own description of the visit: 

“We passed several children on the way up, whom it was 
difficult to avoid treading on in the dark; and as we came into 
Mrs. Jellyby’s presence, one of the poor little things fell down- 
stairs — down a whole flight (as it sounded to me) with a great 
' noise. 

“Mrs. Jellyby, whose face reflected none of the uneasiness 
which we could not help showing in our faces, as the dear 
child’s head recorded its passage with a bump on eveiy stair — 
Richard afterwards said he counted seven, besides one for the 
landing — ^received us with perfect equanimity. . . . 

“The room, which was strewn with papers and nearly filled by 
a great writing table covered with similar litter, was, I must say, 
not only very untidy, but very dirty. We were obliged to tafo 
notice of that with our sense of sight, even while with our sense 
of hearing,, we followed the poor child who had tumbled down- 
stairs: I think into the back kitchen, where somebody seemed 
to stifle him,” 

Here Esther describes certain things which she sees and 
certain things which she hears; and yet, as she herself indicates, 
the one set of sense impressions is quite indqpendent of the 
other. She observes the undisturbed face of Mrs. JeUyby, &e 
consternation on the faces of Richard and Ada, the room strewn 
with papers, but what she hears is something else: “We were 
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obliged to take notice of that with our sense of sight, even while, 
with our sense of hearing, we followed the poor child who had 
tumbled downstairs.” 

This, again, is a far from uncommon experience. Very fre- 
quently we find ourselves looking at one thing and hstening to 
sounds coming from some other source altogether; and because 
this is so, a continuous insistence on synchronism throughout a 
film, far from being realistic, will produce an unnatural effect. 
The free association of sound and image, the bringing together 
in certain instances of the sound of one thing with the image of 
another, is not only truer to life; it also enables sound and image 
to complement each other instead of merely duplicating each 
other. Amheim instances a moment in the film Men Behind 
Bars of Paul Fejos; the picture on the screen shows convicts in 
the prison chapel passing weapons from one to another in the 
shadow of the pews, but the sound which accompanies it is the 
voice of the priest intoning “Thou shalt not kiU.” 

Thus, in opposition to those critics who attacked the in- 
troduction of sound as retrogressive, we arrive at the conclusion 
that the hundred-per-cent talkie was crude and artless, not 
through an excess of realism, but on the contrary, through an 
excess of artificiality. It ignored the fact that in hearing, we are 
exercising aU the time an unconscious selection from the in- 
discriminate mass of sound which is playing upon the drums 
of our ears; and secondly, while very often a sound will cause 
us to turn our eyes towards the place from which it is coming, . 
so that we apprehend the sound and its source together, it as 
often happens that while we listen to one thing we may be 
looking at another. 

The skilful and imaginative use of sound in the film lies 
in taking advantage of these facts, and as we saw in an earlier 
chapter. The Film-Maker’s Tools, the metbojds of recording 
sound offer no obstacle to its free and selective, use; on the 
contrary, they are especially suited to it. By fneans of the re- 
recording panel and post-synchronisation, that is to say, by the 
recording of separate sound-tracks, and the subsequent re- 
recording of these on to a final track, the film-maker can com- 
pose any assembly of sound which his imagination can con- 
ceive. And in the second place, because the picture and the 
sound are recorded on different lengths of film, and can be 
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manipulated independently of each other, the film-maker can 
obtain whatever relationship between them at any point he 
desires. The sound-engineer in fact, sitting at the volume con- 
trols of his re-recording apparatus, fading each track in and 
out and constantly maintaining the required balance between 
simultaneous sounds as they are registered on the final com- 
posite track, is fully analogous to that automatic sound control 
which we have imagined to exist between the ear and the con- 
scious mind; the intelligence which he obeys and to whose 
preoccupations of attention he responds is that of the film 
director through whose eyes we, the audience, are to see, and 
through whose ears we are to hear. 

In our analysis of the editing of the visual image, we found 
• that the one fundamental principle on which all else hinged was 
that of .the camera as an observer, watching through the 
director’s eyes. With the addition of sound, the scope of that 
observer’s power of apprehension, and the range and com- 
plexity of what the imaginative director can reveal to him, is 
greatly increased, for he now becomes a listener as well. What 
he hears should enrich and add to what he sees, not merely 
duplicate it. 

A most effective use of sound which comes to my mind 
occurred in Jean Renoir’s film La Bite Humaine, adapt^ from 
Emile Zola’s story of that sexual mania which expresses itself 
vin the lust to kill. An engine driver, Jacques Lantier (played 
by Jean Gabin) has fallen in love with a young married woman, 
Severine Robaud (played by Simone Simon). So that they 
can go away together, he conspires with her to kill her husband, 
but at the crucial moment he cannot bring himself to carry out 
the deed. Severine, disappointed at his lack of courage, runs 
from him, and there follows a period of estrangement between 
them. One evening, Jacques, frustrated and gloomy, goes to a 
dance-concert arranged for the railway workers, where he sees 
Severine dancing with a yoimger man. Jacques approaches her, 
and leads her outside to the verandah so that they can talk; 
when he learns that she still loves him, he tries to persuade her 
to go away with him, but she replies that it wiU be useless, 
since her husband will find her wherever she goes. She then 
leaves the dance hall to return to her flat across the railway 
yard. 
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Jacques follows her there, and declares that he now has 
sufficient resolve to kill her husband. She tries to dissuade him, 
but he is adamant, and takes Robaud’s revolver out of a drawer 
and loads it. Hearing a noise which they believe to be Robaud 
returning, they run to the door. While they embrace each other 
to give themselves courage, the footsteps pass upstairs to the 
floor above; it is not Robaud. As Jacques continues to caress 
Severine, the mania for sadistic murder, which he believes to 
have inherited from his ancestors, rises to uncontrollable in- 
tensity within him, and his fingers fasten round her throat. She 
breaks away and runs into the bedroom, but he pursues her 
and finally kills her; one hears only her stifled screams through 
the open doorway, and catches a glimpse of his savagely bending 
form. The whole of this scene in the flat is played in silence, 
save for the few words of dialogue, the footsteps on the stairs, 
and the woman’s screams. 

The scene changes for a moment to the dance hall, where 
a tenor is singing a light cabaret ballad of a young girl and 
how she suffered for love. Then we return to the flat, where 
Jacques walks slowly away from the body of Severine to the 
parlour sideboard, against which he stands in weary self- 
disgust, all his passion spent. With this return to the apartment, 
however, the tenor’s song does not cease to be heard, as we 
might expect, but on the contrary is carried over into it without 
any drop in volume. This device is both dramatically effective 
and psychologically sound: dramatically effective because the 
introduction of the song helps to relieve the intense emotional 
excitement which has been built up during the murder scene, 
and because the words of the ballad itself form an ironic com- 
mentary on the horrible fate of Severine; and psychologically 
correct because (we may suppose) the music of the dance band 
and the singing was all the time audible within the apartment, 
but the characters (and likewise the spectator), absorbed first 
in the anxious waiting, and then in the strug^e and murder, 
were unconscious of it, as Tolstoy’s Pierre was xmconsdous of 
the shots of the eight muskets. The murder over, however, the 
murderer would inevitably become conscious of the awful 
s tilln ess in the room, and it is then that his mind, no longer 
rigidly directed to some purpose, but relaxed, would become 
aware of the singing. It is for this reason that the audience can 
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accept, and welcome as relief, a musical accompaniment which 
in the earlier part of the scene in the flat would have been only 
an irritating distraction. 

The proper relationship of pictiure and sound in a fllm has 
been compared to that of the parts in a musical duet; neither 
part of the duet is complete in itself, but played together they 
combine to produce a complete composition. It should be 
noted, however, that in the case of the film, the two parts are 
generally not of equal importance. Normally, the visual part 
of a sound film is the more important in the sense that it carries 
more of the total significance. This is hardly surprising; sight 
after all, is the most important of our senses, and we know and 
learn far more of the world around us through our eyes than 
through our ears. This fact has a bearing particularly on the 
use of dialogue in the sound film. 

In the stage play dialogue is everything; it is itself the 
medium in which the playwright works. And since it is found 
profitable and easy to make film adaptations of stage plays and 
since unskilled script-writers find it easier to write in literary 
than in visual form, many films also are conceived primarily 
in terms of dialogue; the ghost of the hundred-per-cent talkie 
still haunts the production studios. Even with soimd added to 
it, however, the film remains primarily a visual medium, and 
there is generally no justification for allowing speech to play 
more than a subordinate part; even on the sound-track it does 
not rule unchallenged, but must frequently give way to other 
natural soimds and noises, and to music. Whereas dialogue in 
the stage play is a highly-conventionalised medium through 
which everything must be expressed, almost everything done, 
in the sound film dialogue can be used quite naturally; in some 
parts a certain amount of dialogue will be appropriate, in others, 
it can be quite sparse, even monosyllabic, and in still others, it 
may be dispensed with altogether, the significance being carried 
entirely by the action. It follows that the dialogue script of a 
film, which has no indication of the action, will normally, be 
quite incomprehensible. 

So far, we have considered only a naturalistic use of sound; 
that is to say, we have considered only sounds which were pre- 
sented as a natural part of the scene, and which might be heard 
by anyone who could be imagined as standing in the same 
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place as the camera. Sometimes, however, sound is used to give 
an impression of a character’s state of mind; this is usually done 
either by the introduction of sounds which could not conceiv- 
ably be a natural part of the scene represented, or else by the 
obvious distortion of naturalistic sounds. An example will mat-ft 
this clear. 

In Scarlet Street (produced in America in 1944 and directed 
by Fritz Lang), Edward G. Robinson plays the part of an elderly 
book-keeper, Chris, who ruins himself over an infatuation for 
a worthless girl. When he learns that she has been interested 
only in his money, he kills her and allows her boy friend Johimy 
to be tried and condemned for the murder. CMs travels to a 
distant tovra and takes a room in a cheap boarding house, but 
he cannot escape from his conscience. As an electric sign out- 
side flashes continually on and off, he begins to hear the voice 
of the girl echoing from different comers of the room and call- 
ing the name of Johnny. Chris tries to shout it to silence, to 
shut his ears against it, but the half-muffled, echoing voice goes 
on, until he is finally driven to an attempt at hanging himself. 

Although such a non-naturahstic use of sound can on occa- 
sion be effective, it requires to be managed with the greatest 
care if it is not to appear clumsy and forced. In the French film 
Beethoven, for example, the director, Abel Gance, represents the 
onset of Beethoven’s deafness by a loud clanging sound, which 
is presumably to be understood as the noise ringing in his head; 
with a cut to a shot of a shepherd boy watching him, the sound 
vanishes, but it returns as soon as we see Beethoven again. 
Elsewhere in the film a beggar is seen and heard playing his 
violin in the street; the deaf Beethoven comes into the shot and 
as he approaches the beggar, the sound dies away completely, 
although the beggar can be seen stiU playing; as Beethoven 
moves out of the shot, the sound comes back again. The effect 
in both cases is artificial and unconvincing. 

Where occasional non-naturalistic effects are introduced 
into a sound-track conceived generally in naturalistic terms, the 
spectator is involved in a change of viewpoint in passing from 
one to the other. In the naturalistic sections his viewpoint is 
objective, whereas in the non-naturalistic sections he finds him- 
self suddenly invited to look at the action through the mind of 
one of the characters. Such a change should be clearly estab- 
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lished and properly motivated, so that the spectator realises 
what is happening and has been led to expect it. Amheim 
describes* an example from which this point may be illustrated. 
In the sketch for what was to have been his first sound film, 
Life is Grand, Pudovkin planned the following scene: A woman 
is shown saying good-bye to her husband at a railway station. 
Suddenly she remembers that she has something to tell him, but 
she cannot remember what it is. Agitatedly trying to collect her 
thoughts, she imagines that the train is already starting. The 
engine-whistle and the puflhig of steam are heard, growing in 
speed and loudness and scattering her thoughts entirely. Yet 
although these soimds are reproduced in the sound-track, the 
picture on the screen shows that in fact, the train is stiU standing 
motionless; they are entirely the product of her panic-stricken 
imagination. Ultimately, the film was made silent, under the 
title The Story of a Simple Case, so that there has been no possi- 
bility of judging the effectiveness of this scene. The description 
suggests, however, that anyone not aware of Pudovkin’s 
intention might well have regarded the sound of the starting 
train as a naturalistic background sound coming from some 
other part of the station, and so might have entirely lost 
its significance. 

Alfred Hitchcock’s first sound film. Blackmail, has a classic 
example of non-naturalistic sound used successfully. In self- 
defence a girl has murdered an artist in his studio with a bread- 
knife. All night she walks through the streets in a daze, creeping 
home to bed in the early morning just before her mother comes 
to call her. At breakfast she is nervous, distraught; her experi- 
ences of the previous night, and the lack of sleep, have left her 
in a state bordering on hysteria. A gossiping woman neighbour 
comes in to talk to the girl’s parents. She is full of the details 
of the murder spread across the morning newspapers. In her 
harsh, metallic voice she speaks of the knife which has been 
found. Again she mentions the word “knife.” The girl is asked 
by her father to cut some bread: a close shot shows the look 
of terror staring from her eyes. The woman’s gossip has become 
a continuous mumble in which only one word is heard clearly 
at intervals: “knife . . . knife . . . knife.” The girl stretches out 


♦In Film, Faber and Faber, London, 1933, p. 266. 
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her hand for the bread-knife, and as she touches it, the word 
“knife” is suddenly shouted out, and she drops it with a 
clatter; in the silence which follows, everyone stares at her in 
amazement. 

There is perhaps something to be said for the view that this 
is a clever and unusual use of the selection of sound rather than 
mere distortion; the word “knife” is certainly a natural ele- 
ment of the scene, and it is conceivable that it mi gh t seize the 
attention of the distracted girl to such an extent as to drive aU 
imderstanding of the rest of the talk from her mind, reaching its 
maximum intensity when her hand actually touches a knife. 
The reason for its success, however, is the fact that the whole 
of the immediately prec^(ling action, her strug^e with the artist, 
the murder, her wanderings through the night, and finally (and 
most importantly), her pathetically desperate attempt to appear 
normal in a world whose every movement and sound has sud- 
denly become the stirring of an avenging justice, has built up 
in the spectator a sense of dramatic tension in which his sym- 
pathies are so completely with the girl that he is already, in 
effect, looking at everything from her point of view, and so 
accepts the subjective approach quite naturally and readily. 

Despite this example from Blackmail, however (and many 
others equally effective might be quoted), I personally cannot 
help feeling that where the film -maker can secure the result he 
wants by the relating of images and sounds sm^ed out by 
selection from the natural circumstances of the scene, the result 
is likely to be more forceful and convincing than if he introduces 
sound effects adventitiously. In La Bite Humaine, for example, 
the introduction of the tenor’s song adds greatly to the effective- 
ness of the scene, and is all the more striking because it is not 
arbitrarily brought in for that purpose, but is also part of the . 
actual background to the scene and is introduced at (quite ' 
literally) the psychological moment. 

If I were pressed to justify this prejudice against non- 
naturalistic sound, I should perhaps find myself in some diffi- 
culty. We do not cavil when Virginia Woolf in Night and Day 
writes: “To Cassandra’s ears the buzz of voices inside the 
drawing-room was like the tuning up of the instruments of the 
orchestra”; or when Kenneth Grahame in The Win^ in the 
Willows, describes howthe Rat beguiles the Water Rat with 
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his travels, saymg: “And the talk, the wonderful talk flowed on 
— or was it speech entirely, or did it pass at times into song — 
chanty of the sailors weighing the dripping anchor, sonorous 
hum of the shrouds in a tearing North-Easter, ballad of the 
fisherman hauling his nets at sundown against an apricot sky, 
chords of guitar and mandoline from gondola or caique? ” 
Clearly to deny altogether to the film-maker a similar freedom 
of expression would be ridiculous, and I should certainly not 
go so far; the most I would say is that non-naturalistic sound, in 
a narrative film conceived generally in naturalistic terms, should 
be used with the greatest caution. The reason lies in the fact 
that the film medium is a naturalistic medium, not a conven- 
tionalised one; it is direct, not indirect; it represents not by 
description, but by the reproduction of actual sights and sounds. 
Now fliere is normally a considerable difference of intensity 
between our subjective and objective impressions; they exist, as 
it were, on different planes, and we do not confuse a mental 
image of a chair or of a sound with an actual chair or an actual 
sound (although this may occasionally happen, of course, when 
the mind is in an abnormal state). In an mdirect medium such 
as that of the story-writer, this difference between the objective 
and subjective can be indicated, or else the reader himself auto- 
matically makes the necessary adjustment. In the film this is 
iofinitely more difficult to achieve, since everything seen or 
heard is on the same plane of realism. 

In other kinds of film, of course, the same objections do 
not hold. In documentary films sound has frequently been used 
with considerable freedom and success. Cable Ship, for example, 

, made by Stuart Legg for the G.P.O. Film Unit, falls into three 
sections. The introductory sequence shows the international 
telephone exchange in London, its operators making connection 
with the furthermost parts of the world. Then follows the main 
part of the film showing the work of the men on the cable ship 
examining the submarine cables for defects and making repairs. 
Finally, in the concluding sequence we again see the operators 
at the switchboard, but what we hear is not their voices, as 
before, but sounds from the cable-ship sequences, the creaking 
of the winch, the shrill blast of the whistle, the voices of the 
men. The whole film, in fact, is an argument, a piece of screen 
rhetoric. First comes statement one, then statement two, and 
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finally, in a kind of filmic peroration, the two statements are 
brought together to imply a general conclusion, namely, that 
the bedrock, as it were, of this vast system of international 
telephonic communication is the constant watchfulness and 
labour of the men in the cable ships. 

There are two forms of non-naturalistic sound which merit 
special attention, the film commentary and film music. Both are 
accepted conventions, and are recognised as being on an entirely 
different plane from the representational elements of the film . 
Film music is a subject of such importance that it will have to 
be given separate consideration, and for the moment we shall 
consider commentary only. 

The commentary is used almost entirely as an explanatory 
device, either descriptive, didactic, humorous or rhetorical. Its 
use is therefore mainly confined to that group of informational 
films which includes the newsreel, the educational film, the 
travelogue, the interest film, the documentary and the propa- 
ganda film. The great temptation to which such films too often 
succumb, is to say nearly everything through the commentary, 
and to leave the minimum to the picture. The March of Time 
films, for aU their excellence, err conspicuously in this way, and 
the same fault could be laid at the door of many documentaries. 
Such films are sometimes basically little more than illustrated 
lectures, the visual illustrations teing at some points highly 
effective, at others, merely stop-gaps. There are several reasons 
for this, and on occasion they may be insuperable. In the first 
place, we are accustomed by education and habit to express 
omrselves in literary terms, in writing and in speech, and it is 
therefore easier for the unskilled script-writer, whether he be- 
a professional film technician or (as may happen in these cases) 
a subject specialist who is an expert in his own field but a tyro 
in the film, to set his ideas down in literary terms; to express '; 
them in the visual terms of the cinema requires a special training ) 
and a high degree of visual imagination. Secondly, a film which; 
sets, out to present an argument or to trace a series of factual' 
developments may for file sake of completeness be compelled 
to cover groimd for which satisfactory visual material caimot 
be obtained. Thirdly, where a film is being sponsored by a 
Government department or a public organisation or com- 
mercial undertaking, and the script has to be approved before 
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production, it may often be easier to secure approval for a 
literary script in which the content is fully set out in the com- 
mentary, than for a highly technical script which the sponsors 
find it difficult to understand. 

Granting all this, however, the fact remains that it is ffie 
visual part of the film which leaves the deepest and most lasting 
impression on the great majority of people, and those films are 
the most effective which appeal primarily to the eye and only 
secondarily to the ear. 

In a number of documentary films some interesting experi- 
ments in the use of commentary have been carried out. Paul 
Rotha, in The World is Rich and Land of Promise, has developed 
a free and lively method in which numerous voices carry on 
the argument in the form of a dialogue, the commentator, 
subject experts and representative members of the community 
interrupting each other, asking questions, contradicting and 
speaking in their turn. In Nightmail, Our Country and the 
American documentaries of Pare Lorentz, attempts have been 
made to use verse, but it will be more suitable to consider these 
when we come to deal with film music. 

Of recent years, there have been numerous attempts, par- 
ticularly by the Americans, to use commentary in the story 
film. Gold is Where You Find It, a Technicolor fihn, directed by 
Michael Curtiz, telling a story of rivalry between pioneering oil 
prospectors and the farmers whose land they are ruining, 
opens in the manner of an interest film with scenic shots of 
American oil areas, accompanied by a commentary on the con- 
ditions under which oil-mining began. Other films, such as Our 
Town (directed by Sam Wood), employ a method known as 
narratage, in which one of the characters, usually a minor 
character in the film, is depicted as telling the story: at the be- 
ginning, and perhaps occasionally throughout the film, we see 
the narrator talking; at other times the film becomes entirely 
naturalistic; and there may be still qther portions, intermediate 
between these two, in which we see the action of the story, but 
hear the words of the narrator, which thus become, in effect, a 
form of commentary. 

While it would be foolish to discourage such experiments, 
or to seek to limit in any way what Charles Morgan, writing 
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of the an of the story-teller, has called “freedom of attack,”* 
it must be said that these attempts to use commentary in the 
fiction film have not been strikingly Successful. It is difficult to 
see what is gained by commentary to balance the loss involved; 
for there is a loss, the nature of which Charles Morgan himself 
indicates: 

. . There are a hundred methods in which a subject or a scene 
may be treated. 

“To shift from one to another is necessarily to sacrifice some- 
thing in consistency of illusion; the reader, if he is violently and 
frequently dragged from one point of view to another, may 
cease to be spell-bound; this is the risk inherent in the . . . 
exercise of . . . ‘freedom of attack.’ ” 

A variation of the commentary which has been used com- 
paratively little, despite its possibilities, is the internal mono- 
logue, in which the thoughts of one of the characters of the 
film are heard as though spoken aloud. Eisenstein was at one 
time so enthusiastic about it as to declare (in capital letters) that 
“THE TRUE. MATERIAL FOR THE SOUND FILM IS, 
OF COURSE, THE MONOLOGUE.”! Assuming that this 
was neither a mistranslation nor a leg-puU, we must accept it 
as the momentary excess of a great film artist and theorist. 
Although he intended to experiment with the monologue in a 
film version of Theodore Dreiser’s An American Tragedy to be 
produced in Hollywood by Paramount, his treatment was 
rejected and the film was never made.! To judge from his later 
films, Alexander Nevsky and Ivan the Terrible, his enthusiasm 
for the monologue has vanished. 

One of the few films in which the internal monologue has 
been used to any extent is a short. Low Water, made by Amot 
Robertson and H. E. Turner in 1937. An imemployed seaman, 
who has lost almost all hope of finding work again, looks aim- 
lessly down into the water at the dock-side. The skipper of a 
small vessel calls him over and offers to give him a trial as mate. 

*The Central Tradition, an essay published in The Sunday Times of April 21 
and April 28, 1946. 

"f Close-up, June, 1933, pp. 120-123. 

JSee The Film Sense, by S. M. Eisenstein, p. 171, for an extract from the 
treatment. 
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Since there are no other members of the crew it means, in 
effect, that he must sail the boat himself. As he moves about the 
vessel grappling with each task, his heart sinks steadily within 
him. He has had no decent food for months; he is weak and out 
of practice; he is sure he cannot make good. When the boat 
returns to shore he prepares to leave and go on the search for 
work again, but suddenly, to his joy, the skipper offers him a 
permanent berth, and it is on that note of hope that the film 
ends. The main element throughout the sound-track is the voice 
of the seaman himself giving utterance to his thoughts, first of 
despair, then of chagrin and humiliation at his weakness and 
clumsiness, and finally, of elation. The contrast between the 
sound of the voice on the. one hand, low, intimate and casually 
extempore, and on the other hand the shots themselves, 
detached and objective, gave the film an unusual quality. 

It is also of interest to recall that two of the most successful 
of recent British films The Seventh Veil and Brief Encounter, 
were cast mainly in the form of a monologue, although in each 
case a great part of the action within the monologue was repre- 
sented, of course, in the normal way. 

Glancing back over the path we have so far traced, we find - 
that the nature of the film medium has in its main elements 
already revealed itself. It is a medium of fragments of recorded 
moving visual image and fragments of recorded sound, which 
can be assembled in any order which has significance for the 
mind. They can be assembled in narrative order (the mind 
watching and listening), or to point some relationship (the mind 
judging and commenting) or to create a general impression of 
a subject (the mind reflecting) or even to represent the free 
association of ideas which takes place in our subconscious mind 
(the mind dreaming). Any association of visual or sound impres- 
sions, in short,' which is possible to the mind in any condition . 
can be represented in the film. This composition of moving 
images and sounds can be so arranged as to give the spectator 
the continuous impression of moving in and out of a sequence 
of events, approaching to examine this, receding to regard that, 
following a figure moving down a corridor, sweeping his gaze 
up a stairway; out of a concourse of possible sounds, real or 
imagined, now this is heard, now that. Anything in a fihn 
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which is cl'umsy or abrupt or meaningless is so because the 
spectator’s mind has been jarred or checked or led astray. 

Of aU who are engaged in production, those most directly 
and immediately concerned with the manipulation of this 
medium are the script-writer, the director, and the editor. It is 
perhaps misleading to describe them thus, as three persons, 
because, as we have already seen, the three functions may be 
carried out by one person; even where three are involved, 
their contributions cannot be equal: if the film is to have unity 
of purpose and of effect, one mind must dominate the creative 
work. Usually it is the mind of the director. 

Since the introduction of sound the film director has no 
longer been able to work with the same physical freedom as in 
silent days, when whole films were shot “off the cuff,” and could 
be radically fRtered by cutting after shooting had been com- 
pleted. That is to say, he can no longer juggle with the actual 
celluloid pieces in the way which was then possible. The com- 
plexities of sound-film production demand the most careful and 
detailed planning. Much more work goes into the script, and 
after the script has been completed and shooting begins, there 
is much less scope for alteration and improvisation than there 
used to be. ^ 

This does not mean that the film itself has undergone any 
fundamental change. It means only that the burden of creative 
effort has now shifted from the shooting and cutting stage to- 
wards the scripting stage. The director who is conscientious for 
the success Uf his film and who regards himself as its ultimate 
co-ordinator and creator,,is compelled to conceive it in more 
exact terms in the earliest stages of production, and this in- 
evitably draws him into the scripting process. He must carry 
out in his imagination a process which is at once analysis and 
synth^is: breaking each scene up into fragments of observa- 
tion, as it were, in order to select those particular fragments 
which, when assembled, will convey precisely the image he 
wishes to present. The shooting . and editing of the film, one 
may say, should have already occurred in the mind of the 
director before a foot of actual film is shot. 

Where, on the other hand, the director is content to be 
merely an interpreter, the script-writer will have a correspond- 
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ingly greater importance. In all cases, however, the editor’s 
contribution is to-day less than it once was, since there is little 
he can do to influence the main concepts which have guided 
the script and the shooting whatever improvements he may be 
able to make in matters of detaU. Of the numerous subordinate 
artists, technicians and craftsmen who assist the director in 
realising the conception of the film, the three chief are the 
cameraman, the actor and the composer, and it is their work 
we must now proceed to consider. 
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Painting is concerned with all the ten attributes of sight, namely, dark- 
ness and brightness, substance and colour, form and place, remoteness 
and nearness, movement and rest; and it is with these attributes that 
this, my small book, will be interwoven , . . 

LEONARDO DA VINCI 


OF THE assistant technicians in film production none is more 
important than the cameraman. The creative work of script- 
writers, set-designers, costumiers, actors and director is all 
designed to one end, to the securing of a transparent photo- 
graphic image which can be projected on to the screen. Without 
the cameraman their labour can lead nowhere; whereas the 
cameraman, on the other hand, if he wishes can constitute him- 
self producer, director, photographer and editor all in one, and 
make his own film entirely unaided, as Flaherty in 1920 made 
Nanook of the North in the Hudson Bay territory of Canada, 
with the Eskimos as his only companions. Nevertheless, such 
an event is rare, and the cameraman must ordinarily be content 
to photograph, under the instructions of the director, the shots 
which have been planned in the shooting-script. 

The director will usnally discuss each shot with his camera- 
man, either in the preparatory stages or during shooting, and 
he win listen to any advice which the cameraman may have to 
offer. The final decision, however, and the ultimate responsi- 
bility for the shot as it appears, rests with the director. One 
may imagine a director sitting, perhaps, in the quiet of his own 
home, working through the script and trying to visualise how 
he wants certain shots to appear; it may be his fest detailed ' 
study of the script prior to shooting, or shooting may already 
have begun, and he may be concentrating particularly on the 
shots which are to be taken on the foEowing day. In his mind’s 
eye he sees the screen, a plain white rectangle. How shaE he , 
arrange his picture within this space? What factors govern his j 
choice, and what resources of the camera can he caE upon? j 

He seems to be in a position very similar to that of an artist 
planning a picture to be painted on canvas, but in fact the 
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problems which confront him axe fundamentally different. First, 
and most importantly, the shot he is planning is not meant to 
be self-sufiSdent, like an artist’s picture, and to be studied at 
length as a complete whole. It will be on the screen for only a 
brief space of time, a fleeting period which the spectator is 
powerless to prolong, and it will be preceded and followed by 
other shots: that is to say, it will be merely a single element in 
a continuous flow of images, and its character, indeed, the justi- 
fication of its very existence, are dependent on the contribution 
it can make to that visual flow. The ruling consideration m the 
director’s mind will be the part that he wants the shot to play 
in the edited scene, the way in which the shot is to be related 
dramatically, logic^y and pictorially, to those preceding and 
those following, so that with them it forms a uni^. 

A second vital difference between painter and director is 
that the director’s picture is a moving one. This virtually nulli- 
fies the ordinary laws of pictorial composition. Movement be- 
comes the vital factor in composition and overshadows every- 
thing else. A still taken from a certain shot may look pleasing 
to the eye because a mass of trees in the distance on the right 
is balanced by a building in the left foreground, and a white 
winding road links the two in a unified pattern; but when the 
same shot is shown on the screen, the figure of a man, so small 
as to escape notice and to have no importance in the still, 
may be moving, and immediately that movement is the most 
compelling focal point in the whole picture. Or again, ar still 
may show a rider on a rearing horse, their figures making a 
perfectly proportioned arrangement within the rectangle of the 
still; but the frame from which that still is printed may be one 
of a hundred or more in the shot, and the only one amongst 
them aU which gives such a pleasing picture. When the shot is 
projected we follow the movement as a whole: we do not linger 
over the one flashing moment which the still reproduces. 

That is why stills are so misleading when used as illustra- 
tions of films. To sdect out of the 150,000 frames of which a 
film may be composed, the few which make pleasing pictures 
is itself a minor art which, like poker-work and the jig-saw 
pu 2 zle, requires a certain niceness of judgment, and the pictures 
so selected may revive memories for those who have seen the 
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film; but of the things which really matter in a film they can tell 
us almost nothing. 

There is one further diSerence between director and painter 
which merits attention: whereas the painter is normally free to 
compose his picture in a space of any size and shape he may 
choose, the film director is forced to work always with a stand- 
ardised horizontal rectangle in the fixed proportions of four to 
three. These proportions do not, unfortunately, lend themselves 
equally to every type of composition. They do not allow the 
director to set off most effectively extendi panoramic shots 
(such as that of the Teutonic knight s in Eisenstein’s Alexander 
Nevsky advancing out of the horizon across the ice of Lake 
Peipus) which require^a frame horizontally elongated; they are 
not altogether suitable to sin^e portraits or group composi- 
tions requiring a sin^e compositional centre; and they are 
entirely inimical to a narrow upright composition. 

In an attempt to break away from the fixed proportions of 
the screen, D. W. Griffith occasionally masked either the top 
and bottom of the picture (for a horizontal composition) or 
the sides (to emphasise the vertical quality of an upri^t com- 
position). He and many other silent directors also frequently 
used some form of circular masking to concentrate attention 
on the centre of the screen. The French director, Abel Gance, 
designed his film Napoleon for showing on three screens side 
by side (the triptych screen) and was thus able to dispose pano- 
ramic massed battle scenes extending across the three screens. 
In 1930, in an address which he gave to the Academy of Motion 
Pictme Arts and Sciences in Hollywood, Eisenstein proposed 
the introduction of a circular frame into which rectan^es of 
different proportions could be introduced to meet the needs of 
different types of composition. Nothing came of this proposal, 
however, and the proportions, of the screen still stand in the 
ratio of four to three. To-day, not even masking is or- 
dinarily used. Director and cameraman accept the limitations 
which the rectangle of the screen imposes on them, and they 
endeavour to adapt their compositions as far as possible to its. 
shape. ^ 

One way in whidi the rectan^e is sometimes used as a 
positive element in composition is in setting the vertical axis of 
the frame at an angle to the vertical axis' of the subject. This is 
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done by taking the shot with the camera tilted to one side, so 
that the lower and upper limits of the film frame are not hori- 
zontal but on an incline; when this shot is projected on to the 
screen, the frame will, of course, be horizontal in the projector 
gate, and it is the subject which will appear to be tilted sideways. 
The whole of one of the sequences of Julien Duvivier’s Carnet 
de Bal, showing the broken life of an epileptic doctor, chained 
to a harridan of a wife, living out his hopeless existence in a 
disordered flat to the noise of a clattering crane outside, was 
shot in this manner, and the lack of equilibrium in the com- 
position, prolonged throughout the whole episode, adds con- 
siderably to its nervous tension. 

A similar device was used in Brief Encounter. Just after 
Alec (Trevor Howard) has left Laura (Celia Johnson) for the 
last time, she is shown sitting benumbed with grief at the railway 
refreshment-room table. Slowly the image tilts to one side. At 
the sound of an approaching express she rushes out to the 
platform (shown in two shots, with the same tilt). Then as 
we see her face in close-up, the lights from the train rushing 
across her face and her hair streaming in the wind, the image 
slowly returns to the horizontal. The crisis, the impulse to 
throw herself beneath the train, has passed. Again, in showing 
the feverish preparations for the defence of Petrograd in 
October, Eisenstem obtained a strikingly dynamic composition 
by shooting workers marching up a ramp with the camera 
tilted at the same incline as the ramp; with the frame restored 
to the horizontal in projection, the workers appeared to lean 
forward at an unnatural angle. 

This- lateral tilting of the camera, however, is not a device 
capable of wide application. For the most part the director must 
accept the fact that he looks on life always, as it were, through 
the same window. It is a window which has the greatest freedom 
of movement; it can stand nearer to a scene or farther away, it 
can be placed at any angle, and with each change of position 
the content and the pattern of the picture isolated within its 
margins wiU be different; but the rectangle itself remains 
unchangeable. 

There are numerous factors which govern the composition 
of a shot, but they can be grouped imder three main heads: 
first, the form or movement of the subject itself, secondly, the 
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position or movement of the camera in relation to the subject; 
and thirdly, the way in which the subject is Ut. 

In the earliest films it was the first of these, of course, 
which was aU-important. The story was told entirely by the 
settings and the action, the camera remaining stationary 
throughout the whole of a scene and simply recording what 
took place in the front of it. The set was lit by ordinary sim- 
light, either in the open air or beneath the glass roof of a studio. 
The development of film technique brought a much greater 
flexibility in both camera viewpoint and lighting. ITie first was 
associated with the development of editing, which brought the 
camera, as it were, into the midst of the action, and caused it to 
look now at this detail, now at that, now in one direction, now 
in another; the second was associated with progress in studio 
lighting and in the sensitivity of photographic emulsions. 

First among the factors which determine the character of 
the picture in the frame is the distance between the camera and 
the subject. If the distance is very great, the result will be an 
extreme long shot, or distance shot. If it is very short, the result 
is a big close-up. Somewhere in between lie the long shot, the 
medium long shot, the medium shot, the medium close shot 
and the close-up. These distinctions are necessarily relative and 
it is impossible to fix precisely the dividing lines between them. 
The normal standard of measurement is the human figure. A 
shot taken at such a distance from a man as to make him appear 
quite small in the rectangle is a long shot. If the camera is 
brought nearer, until the figure of the man,, standing upri^t, 
is just wi thin the rectan^e, we begin to enter the region of the 
medium shot; a position nearer still gives a medium dose shot, 
with the man shown from the waist up. A close-up is a shot 
taken from such a distance that, in relation to the human figure, 
only the face would be shown; and a big close-up would show 
no more than a portion of the face. 

The general character of the shot having been fixed in 
terms of distance from camera to subject, the next thinl to con- 
sider is the viewpoint. Should the shot be taken at normal eye- 
level, or above it, or below it? Should the subject be shot from 
the front or the back or one side? It is clear that the shorter the 
distance between camera and subject, the more marked is the 
change which can be produced by a given change of viewpoint; 
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to put it in another way, the close shot, for the purposes of 
composition, is much more under the cameraman’s control, 
more plastic, than the long shot. In the case of a near subject, 
there are dozens of different viewpoints from which the shot 
may be taken; the director’s task is to choose precisely that one 
which will be most effective for his purpose. 

One or two examples will give some indication of the possi- 
bilities involved. If the camera is raised above eye-level so that 
it looks down on the subject it will produce a picture in which 
;the subject appears dwarfed and of diminished importance; 
j contrariwise, if placed below eye-level and directed upwards, 
(the size and importance of the subject will appear exaggerated. 
The German film of 1925, The Last Laugh, directed by F. W. 
Mumau, depicts the bitter humiliation of the doorman of a 
large hotel who has become too old for his job, and is made 
the lavatory attendant. All the shots of the doorman as he 
struts about in his magnificent gold-braided uniform in the 
early part of the film are taken from a point a little below eye- 
level, to enhance his grandeur; after he has had his uniform 
stripped from him all shots in which he appears are taken from 
a point a little above eye-level, looking down on him to em- 
phasise his dejection. The difference between tlie two points 
of view is very slight, but it is, nevertheless, deliberate and 
effective. 

One finds much more exaggerated effects of a similar kind 
in the Soviet silent films. In The End of St. Petersburg the capi- 
talist, Lebedev, sits at his desk brooding over the stock market 
prices. He decides that the time has come to act. Rapping out 
the order, “Buy ever3dhing!’’ he suddenly rises from his chair, 
and towers upwards above the camera. His movement has 
knocked over the table and its contents, and his clerk drops to 
his knees with servile haste to recover them; he looks up at his 
employer, and there follows another shot, likewise taken from 
a low angle, of Lebedev towering imperiously, and suddenly 
this cuts to a simile shot of a statue df Peter the Great viewed 
from a similar' angle. 

Sometimes a shot is taken from a particular viewpoint to 
create a suggestive relationship between separate figures or 
objects in the shot. A classic example is to be found in that 
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scene in Eisenstein’s film The General Line, where the peasant 
Martha Lapkina comes to beg the loan of a horse from a 
wealthy kulak sunning himself on his raised verandah. A shot 
taken from a point immediately behind him and looking down- 
ward puts the huge bulk of his barrel-like back and fat creased 
neck in the foreground, while away below in the background 
stands the pathetically minute and timid figure of Martha. 

One could multiply such examples almost endlessly. In 
each shot in a well-made film in which the director has had 
the choice of several viewpoints, the one finally chosen, whether 
it appears quite ordinary or strikingly unusual, will have been 
chosen deUberately and for definite reasons; and once again, the 
overriding consideration must always be the part which the 
shot is to play in relation to the other shots with which it is 
associated. 

Most shots are taken from a sin^e viewpoint with a sta- 
tionary camera, but a director is not obliged so to limit himself; 
he can, if he wishes, take his shot with a moving camera. All 
kinds of movement are possible. A camera can be turned 
horizontally on its stand or tripod throu^ a part or the whole 
of a complete circle of 360°, to produce what is known as a 
“pan.” It can be tilted vertic^y up and down through an an^e 
of 90°. If it is placed on a vehicle known as a truck or doHy, it 
can be carried forwards or backwards or sideways, to produce 
what is variously known as a tracking, trucking, doUy or peram- 
bulator shot. Camera and operator can also be placed on a 
crane which wiE swing them through the air. And finally, of 
course, the camera can be carried in a car, or strapped to the 
front of a railway engine or taken up in an aeroplane. There is 
virtually no limit to the effects of camera movement which can 
be produced. 

The possibilities of the moving camera appear at first ^ance 
to be considerable, and it is notorious that the novice in amateur 
cinematography can seldom resist the temptation to swing his 
camera about in every direction. The experienced film-maker, 
on the other hand, uses camera movement with great restraint. 
This restraint is imposed partly, it is true, by the fact that in 
professional film-making a moving-camera shot usually pre- 
sents special problems of lighting, planning of the action and 
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timing which all add to the cost and difficulty of shooting. 
Fundamentally, however, the case against an excessive use of 
camera movement lies in the fact that it represents a visual 
impression which we experience in real 'life only in special 
circumstances. If, while I am looking out of the window, the 
sound of a knock calls my attention to the door, I do not swing 
my eyes steadily and slowly round the walls of the room from 
the window to the door: my glance turns instantly from the one 
to the other. This abrupt change of glance is properly repro- 
duced in the film by means of the cut, the instantaneous replace- 
ment of a shot by its successor; and since this is the normal 
method by which the mind turns from one point of visual atten- 
,tion to another when it is alert and not wandering aimlessly, 
ithe normal method of carrying forward the attention of the 
j film spectator is by cutting from one shot to another. 

Some directors have gone so far as to avoid camera move- 
ment almost entirely. There are very few moving-camera shots 
to be found in the silent film s of Eisenstein and Pudovkin, for 
example: “tracking (and panning)” wrote Ivor Montagu, in 
1928, “are in disfavour with the left-wing Russian school, for, 
naturalists, they hold such methods easily tend to remind the 
spectator of the presence of the camera.”* Others also con- 
demned camera movement on the ground that it made it 
impossible to reduce the length, of a shot since one could not 
cut into the middle of the movement, and the possibility of 
quick cutting was therefore lost. Whatever force this argu- 
ment may have in the case of the actuality film, where the 
circumstances of shooting are sometimes difficult to foresee, 
and where the material is not fully under the director’s control, 
it has no force in any other kind of film; the length of the shot 
should already have been determined, at least approximately, 
in the script. 

While our gaze, as we have already observed, normally 
turns from one point of attention to another instantaneously, 
there are occasions when it moves more slowly and deliberately. 
When we are searching for something, whether it is a book on 
a bookshelf, a concealed panel in a wall, a figure in a landscape, 


*Film Technique, p. 186. 
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or a ship at sea, we carefully scan the appropriate area with 
our eyes. If we are confronted with an expanse which we can- 
not take in at a sin^e glance, and we wish to study the inter- 
relationship of its various parts, or if we wish to appraise the 
mutual relationship of several objects within our field of view, 
we instinctively look back and forth from one part to another 
or from one object to another, in order to observe how they 
are placed with respect to each other. If we wish to take in the 
contents of a room, or study the members of an audience, we 
view them in turn carefully and systematically. And when, of 
course, we are ourselves moving, in car or train, the moving 
view is inescapable. To attempt to deny the film the use of the 
visual impression one gets in such circumstances as these would 
be ridiculous. Movement of the camera for its own sake is 
obviously to be avoided, but there may be numerous occasions 
when a Sector feels that the role wMch he wishes a shot to 
play, psychologically, dramatically and visually, in the flow of 
images of which it is a part, demands a certain movement of 
the camera, and in such a case he will be justified in using it. 

Camera movement is often used to emphasise the spatial 
relationship between objects. For example, in Gold is Where 
You Find It (not a film of especial distinction) there is a lavish 
banquet scene, in which the camera tracks slowly forward from 
one end of a long table to the other, looking down on the colour- 
ful and appetising array of foods and drinks and plate with 
which it is laden. If the director had tried to convey the same 
idea in a series of static close shots, or in a single static long 
shot, he would have produced a dffierent and less successful 
impression. There is a scene in Carol Reed’s Bank Holiday, 
in which a girl (played by Margaret Lockwood) spending lie 
night with her boy friend on the crowded beach at Brighton, 
finds herself unable to sleep; she is a hospital nurse and she 
caimot forget the tragic figure of the bereaved man (played by 
John Loder) whom she has left earlier in the day just after the 
death of his wife. Quietly she gets up and goes down to the 
water’s edge. As she stands there staring into space, the camera 
tilts slowly down to the sea washing the pebbles at her feet, the 
shot mixes through to another shot of water of a different kind, 
and the camera tilts up again, this time to reveal the figure of 
John Loder leaning over the Thames Embankment. The tilting 
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shots establish clearly the spatial relationship between the girl 
and the sea, the man and the river; but the dissolve from sea to 
river establishes a relationship of another kind altogether, an 
association of idea, by which our thoughts are easily and un- 
ambiguously turned from Brighton to London. 

Where camera movement is not used simply to emphasise 
relationships in space, it very often carries with it a certain 
subjective impression. The movement of the camera draws 
attention to the imaginary observer whose movement it repro- 
duces. The content of the shot is seen, not directly, but throu^ 
the eyes, as it were, of someone who is reacting to that content 
in a certain way. Sometimes this effect is used very obviously. 
Giddiness, intoxication, the action of falling, may be indicated 
by shots showing the scenery moving round (shot with a 
camera turned rapidly on its vertical axis) or swaying uncer- 
tainly (shot with a rocking camera) or showing the floor sud- 
denly coming up towards the spectator. In his film Metropolis, 
Fritz Lang wanted to convey the wild fear of hundreds of chil- 
dren struggliag through rising floods in their underground city 
towards a small iron door which is their only means of escape. 
In order to take certain shots for this scene, he had the camera 
mounted on a swing, so that it could he swayed backwards and 
forwards in the direction of the iron door. A publicity brochure 
issued by the original distributors of the film makes its purpose 
clear: “The distorted lights of the swaying surrormdings create 
in the min d of the spectator the feeling of fear. It conveys to 
one the impression that the world will collapse in the next 
instant. . . . The spectator feels that he is actually there, and is 
taking part in the scene. He is moving about amongst the 
others, and at the same, time his eyes are travelling from one 
part to another, and not merely standing by, looking on as a 
spectator would. If the camera were placed on his head, so 
that it moved from place to place with him, turned when he 
turned his head, and altered its focus as that of the eyes altered, 
then such an effect might be obtained, but to carry the camera 
in such a manner was out of the question. So the impression 
was gained by the swings and turns of the ‘flying camera.’ ” 

On other occasions the subjectivfe impression conveyed by 
camera movement is very much more subtle, sometimes to such 
a degree as to make it difficult to analyse its precise quality. 
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In Thorold Dickinson’s Next of Kin, a young soldier and his 
girl, who have met to spend the afternoon together, are shown 
sitting on a lonely part of a clifif-top by the sea. As they talk 
their minds are not entirely at ease. The soldier has acted and 
spoken in a way which h» knows in his heart to be contrary to 
security orders; the ^1 cannot forget the blackmailing threats 
of her employer, who is a Gerflian spy. But suddenly their love 
for each other wells up and obliterates their cares, and they turn 
to embrace each other; at that moment the camera turns slowly 
away to the white clouds and tiie blue sky. One is conscious of 
the ideal observer, through whose eyes we watch, deliberately 
averting his gaze from intimacies into which it is not his business 
to pry. 

Again, in the film They Knew What They Wanted, Charles 
Laughton plays the part of a well-to-do farmer who marries a 
young waitress from a cafe in the dty. At the wedding feast he 
drinks more than is good for him, and to display what youth and 
strength are still left in him, he insists on climbing on to the 
roof of his house. While he is balancing his way along the ridge, 
he slips and falls to the groimd. He is so seriously injured that 
he has to be carried into the house, and the wedding guests 
crowd round door and windows trying to peer into the room. 
At this point the camera circles round the house at the back of 
the crowd, moving up to a gap here or a space there, precisely 
in the manner of a spectator hovering on the fringe of the 
crowd and trying vainly to find an opening where he can see 
what is going on. The figure of the injured man is not shown; 
everything is suggested by implication in that imsuccessfully 
inquisitive movement of Ae camera. 

It should be added that pictorially the movement of the 
camera in a tracking shot can increase the illusion of depth; 
objects in different planes will appear to move at different 
speeds according to their distance from the camera lens (just 
as near objects seen from a moving train appear to travel past 
the window at a greater speed than more distant objects) and 
the relationship between these various movements can, on 
occasion, suggest almost a three-dimensional effect; this is the 
principle behind the multiplane technique now employed in the 
making of cartoon films . Movement of the camera may also 
compensate to some sHght extent for the limitations imposed 
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by the fixed proportions of the frame; for an extended hori- 
zontal subject it can pan or track: for a tall, narrow subject, it 
can tilt up or down: movement of the camera in both cases 
replacing the movement which the eye would make in follow- 
ing the composition of a static pictuje. Finally, camera move- 
ment may also serve, on occasion, to give a certain sense of 
movement to a static subject. I remember, for example, a docu- 
mentary film of a steel works, one scene of which showed the 
sheets of molten steel being passed to and fro between a series 
of rollers. At one point a shot of a stationary finished steel 
sheet was introduced, with the forms of the workers reflected 
in its polished surface; because the shot was taken with a mov- 
ing camera it dovetailed smoothly with the movement of the 
other shots and caused no interruption in the tempo of the 
scene. There is no justification, however, for attempting to 
realise any of these pictorial effects purely for their own sake; 
let it be said once again that camera movement, as any other 
photographic effect, is permissible only where it can be justified 
psychologically and dramatically, as well as pictorially. 

Camera movement can also be used to follow a moving 
subject; as in Basil Wright’s Song of Ceylon, where in a series 
of panning shots the camera follows the flight of a bird: or in 
the Swedish film En Natt, where the camera faces the head of a 
column of marching soldiers from a low angle, and moves 
backward in time with their advance: or in Pabst’s Westfront 
1918, where the camera follows a line of men from behind as 
they march towards the front-line trenches: or m the opening 
of The Thin Man, where the camera tracks from right to left 
to keqp William Powell in view as he walks along pursued by 
a horde of importunate press reporters, and stops at regular 
intervals as he is jerked to a standstill together with the reporters, 
the cause of each stop (as we discover when the view opens out 
to a medium shot) being the fact that the dog Asta, whom he 
has on a lead, has come to another tree. Of this use of camera 
movement little need be said, except to observe that where a 
camera moves in order to keep a moving subject continually in 
view, as, for example, where two characters are walking along a 
street talking and the camera recedes before them to keep them 
continually in a close shot, its movement is designed to preserve 
a purely static relationship to the moving subject. 
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When the camera set-up has been decided, the lighting of 
the subject can be arranged. It is here that the cameraman 
comes pre-eminently into his own. Whether the shot is to be a 
medium shot or a close-up, whether it is to be taken from this 
viewpoint or that, whether the camera is to be static or moving, 

K ;hings will have been decided by the director, and may > 
wn, more or less explicitly, in the script; but when it 
lifting, it is upon the cameraman that the detailed 
work must faU. Nowadays the first cameraman in a production 
unit has comparatively httle to do with the camera itself; he 
leaves its manipulation to his assistants, and concentrates on 
the supervision of the lengthy, difficult and important business 
of arranging the lighting. The function of the lighting, at its 
lowest level, is, of course, to illuminate the subject, but the 
degree of control which the cameraman now exercises over his 
ligjiting effects enables him to do a great deal more than this. 
Pouring in light first from one side, and then from another, 
throwing a shadow here, picking out a point of brilliance there, 
he gradually builds up his picture, as it were, out of the dark- 
ness, using his lights to delineate and mould the contours and 
planes of his subject, to create the impression of spatial depth, 
to convey emotional mood and atmosphere, and* even upon 
occasion to reproduce certain dramatic effects. 

Inside the studio, where he relies entirely on artificial illu- 
mination, the cameraman’s control of his lighting effects is 
complete. The two principal types of light which he uses are, 
first, the “broad,” a floodli^t with a spread of some 60°, 
which will illuminate a large area; and secondly, the spotlight, 
with a beam spread which can be varied from approximately 
8° to 45°, and which is used for concentrating li^t upon a 
limited area or spot. In addition to these, there are various kinds 
of special lamps in use. To shield light from the camera or from 
some part of the subject, the cameraman has at his disposal 
screens of various shapes and sizes (nigger and gobo being 
studio slang terms for two popular types of screen). The quality 
of the light can also be controlled by the use of diffusing screens. 
These are of two prindpal kinds. The first, which are made of 
some such substance as gdatine, frosted ^ass or silk, are placed 
ov^&e lamps, either to modify thdr hard direct li^t into a 
]|[||||mpore diffused illumination, or to alter the colour of the 
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light for certain effects (as when an actress with light blue eyes 
which, owing to their hi^ actinic value, would appear in a 
photograph abnormally “washed-out” and expressionless, are 
lit with a magenta-coloured spotlight to give them depth 
and sparkle). The second class of diffusing screens ary|i^ 
placed directly over the camera lens to soften the defLiJ^H^H 
the picture; they are usually made of fine gauze, finelyj^^gP 
gelatine, or glass covered with a network of fine lines, and they 
can produce effects varying from a barely perceptible softening 
of the picture to a strong haze. 

In outdoor work, the cameraman naturally has less control 
over his li ghting , but it is none the less more considerable than 
one mi^t suppose. From quite an early perrbd in film history, 
reflectors have been used to illuminate the shaded parts of a 
subject; these are either of polished metal, which give a hard, 
direct reflection, or of white-painted board, which give a softer, 
more diffused reflection. Artificial lights are often used as a sub- 
stitute for such reflectors. Canopies of muslin or similar material, 
known as “scrims,” are sometimes erected over the players to 
soften the natural li^t of the sun. Another device which has 
now been in use for many years is the filter, a piece of coloured 
^ss which is placed in front of the lens to alter the tone rela- 
tionships of the picture. If the cameraman wishes to hghten the 
tone of a colour, he rises a filter of the same colour; if he wishes 
to darken it, he uses a filter of a complementary colour. Sensi- 
tive though modem super-panchromatic film is, it does not give 
an entirely trae reproduction of the relative tone-values of a 
scene; by using the right filter, the cameraman can correct for 
this deficiency. By the same token, he can “over-correct,” that 
is to say, make a colour much darker or fighter than it appears 
in real fife. If he wishes to darken the blue of a sky, for example, 
in order to emphasise by contrast the whiteness of the clouds, 
he will use a filter of a colour complementary to blue, the par- 
ticular filter sdected depending on the degree of darkness he 
wishra to obtain; he can make his sky as black as ink , if he 
desires. Tisse, in shooting for Eisenstein the material which 
later appeared in Sol Lesser’s Thunder Over Mexico, photo- 
graphed the skies of certain of his shots in a very heavy tone, 
which produced not only strong contrasts, but the sen^M^|| 
most oppressive atmosphere. 
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There are three principal ways in which the cameraman 
can control his lighting: in direction, in intensity, and in degree 
of diffusion. 

The main source of illumination in a picture is known as 
the key-light, and the first problem is to decide the direction 
from which the key-light should fall. In outdoor work, the key- 
light will naturally be the light of the sun, coming from high 
overhead at mid-day and failing more obliquely in the early 
morning and late afternoon. In exterior sets constructed in the 
studio, the key-lighting wiU be designed correspondingly to 
simulate the sun. In interiors also, where no special elBfects are 
required the key-lighting will come from above. There wiU be 
many occasions, however, when the key-lighting must fall on 
the subject from some other direction; as, for example, when 
we are to suppose the main light in the scene to come through 
a single window, or from a table lamp or the glow of a fire. 
The direction of the main light source can sometimes affet con- 
siderably the impression a picture makes on us; it is common 
knowledge that a face, when lit predominantly from below, can 
be made to appear more sinister than when it is lit in the normal 
way. It is also possible, by placing the main light source in a 
certain position, to obtain shadows which may be dramatically 
effective. In Clarence Brown’s Marie Walewska, Marie (played 
by Greta Garbo) comes to Napoleon (Charles Boyer) at ni^t- 
time and is conducted to a room where he is engaged in issuing 
instructions to his staff-officers. The room is lit by many candles 
standing in low candelabra which half light the faces of the 
occupants, and cast shadows of their figures on to the sur- 
rounding walls. On one wall hangs a large map of Europe. 
Napoleon, completely absorbed in his military affairs, fails to 
notice Marie Walewska. Striding up. and down the room amid 
his officers, talking, gesticulating, ordering, he presents a per- 
sonification of restless, purposeful energy. At one point he 
stands stiU and throws up his hand to emphasise his words. At 
that instant we are given a shot of the huge map of Europe 
and, stretching right across it, the sinister symbol of his grasping 
shadow. 

When the direction of the key-lighting has been settled, 
consideration must be given to its intensity, for upon this will 
depend the lighting tone of the picture as a whole. The unport- 
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ance of the general tone has been well indicated by the American 
cameraman, Mr. John Arnold, in the following paragraph: 

“Consider a very simple scene; a bedroom in which a sick 
child lies while its mother keeps constant vigil. If this scene be 
presented in sombre tones with long menacing shadows on the 
screen, you feel at once that the child is gravely ill and may 
never recover. If, on the other hand, the room is in lighter tones, 
with the sunlight streaming through the windows and a cheerful 
sparlde evident everywhere, instinct tells you the crisis -has 
passed, and the child is on the road to recovery.”* 

Dark tones, in short, tend to depress our spirits, and a great 
abxmdance of light helps to raise them; but, of course, while it 
lies with the cameraman to decide what power of lifting to 
use and how the film should be exposed and processed to obtain 
a given effect, he cannot depart from the script. If the script and 
the director insist that the saddest scene in the film is to take 
place in a brilliantly lit ballroom, and the happiest one in a 
cellar lit by one candle, there is nothing the cameraman can do 
about it in terms of lighting tone; he can only protest that in 
his view the script should have been written dfferently. 

Finally, the cameraman must decide the degree of diffusion 
he should introduce into his lighting. Where the subject is illu- 
minated by a single light of great intensity, the lighting is 
described as direct or “hard”; the areas of h^t and shade are 
sharply defined and harshly contrasted, and there are veryTew 
intermediate tones between the two extremes of light and dark; 
the picture is said to have a narrow tonal scale. Direct, harsh 
light of this kind reveals sharply the main contours of a subject, 
and emphasises linear perspective; on the other hand, it gives 
a picture which is simple and flat and tending to monotony; if 
one imagines a stylisation of the subject in areas blocked in 
with ivory black and Chinese white, one gains an idea, some- 
what exaggerated, of its defects. Normally, therefore, a camera- 
man will seek to give warmth and interest to his picture by 
bringing in other subsidiary lights. In lighting a human figure, 
for example, if the key-light is falling on the figure from above 
and in front, he may introduce a back light of lower intensity 
to throw die figure into relief by outlining its shape and bringing 
H forward, as it were, from the background. He may also throw 

•IFfe Make the Movies, p. 145. 
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a subsidiary front li^t on to the side of the figure which the 
key-light leaves in shadow. He may direct a bright spotli^t on 
to one or both sides of the figure to heighten the effect of the 
backhght, or- on a portion of the figure to heighten some par- 
ticular feature (the tonal spot or light accent). In this way, by 
securing the registration of a diSerent intensity of light from as 
many planes of the subject as possible, the cameraman adds to 
his picture liveliness, interest and depth. The more subsidiary 
li^ts he adds to his single-direction key-lighting, however, the 
more soft and diffused will his whole lighting become; for dif- 
fused lighting is the effect obtained when the subject is illumin- 
ated from many sources, each source having a relatively low 
intensity. It is as though the key-hghting, instead of being 
closely concentrated at one point, were spread in dilu^n aU 
round the subject; the contrast is reduced, deep-black sHWows 
and bright, clear high-Ughts are almost completely eliminated, 
and the tonal scale is broadened with a multiphcity of half- 
tones. The purpose of diffusing screens and soft reflectors is 
likewise to spread light so that it falls on the subject from a 
large number ojf points of relatively, low intensity instead of in- 
a concentrated glare. 

It is obviously impossible to establish any principles for 
the use of^ven lighting effects. Each scene and each shot in a 
film has itsown characteristics and its own problems, the solu- 
tion of which calls for the widest skill and experience. Even the 
texture of materials may have to be taken into account; a rough 
surface, for example, reveals its texture best under a direct, 
intense light, while a polished metal surface shows best in a 
soft diffused radiance. The most that can be said here is that 
in view of the close association between lighting and mood, we 
may expect the fighting of a film to correspond in its general 
character with the mood or key in which the film, as a whole, is 
conceived, and in its variations with the changes of mood which 
are bound up with the film ’s rhythmic structure. Tragic films 
are frequently fit in a predominantly low key with soft con- 
trasts; D. W. Griffith’s Broken Blossoms, John Ford’s The In- 
former, and Marcel Game’s Quai des Brumes, are cases in point. 
For melodrama likewise, low key-fitting is .commonly used, 
but with sharp contrast. Romances one may expect to find in a 
brighter tone with soft contrast, and comedies in a much fighter 
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tone Still. These are merely indications of general tendencies, 
however, and must not be taken as hard and fast rules. Although 
Qmi des Brumes opens in a dense fog on the Havre road at 
night, and closes with a stray dog being swallowed up again 
in theTbg and darkness, there are scenes in the middle of the 
film, showing the hero and heroine at the peak of their brief 
happiness, which are bathed in radiance. It should perhaps 
be added that a stiU cannot be accepted as an infallible guide 
to the lifting of a scene, since the tone and contrast of the 
still can be altered appreciably by exposure and development 
in the course of printing. 

The lens of the camera, throu^ which all the Ught from 
the subject has to pass in order to register on the sensitive nega- 
tive film, is another most important means of modifying the 
photographic image. It was implied earlier in this chapter that 
in order to make the change from a medium shot to a close 
shot, or from a medium shot to a long shot, it was necessary 
to alter the distance between the camera and the subject. In 
fact, however, a similar result can be obtained merely by 
changing the lens iu the camera. By replacmg his lens with one 
of shorter focal length, the cameraman can obtain the equivalent 
of a more distant view; by replacmg it with one of greater focal 
length he can obtain the equivalent of a nearer view. With a 
telephoto lens it is possible to obtain a close-up of some detail 
of a subject which is at a considerable distance from the camera. 
Lenses of variable focal length have now been devised which 
make even the replacement of one lens by another unnecessary; 
as the focal length is increased or decreased, so the camera 
appears to swoop towards or away from the subject. 

This interchan^g of lenses is a great convenience in actu- 
ality work of all kinds; to the news-reel cameraman, for ex- 
ample, who from his site in the grandstand at a cricket match 
wants to take a close shot of the batsman: to the naturalist who 
wants to record close-ups of a shy bird or anim al: or to the 
documentary film-maker who wants to shoot a close-up of a 
factory worker without bringing the camera so near as to make 
him self-conscious and nervous. Nevertheless, there is only one 
type of lens which at any given camera distance will produce 
an accurate picture, and lenses of longer or shorter focal length 
cannot be used at that distance without producing some dis- 
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tortion of the image. No one who has seen a close shot of a 
cricket pitch taken with a telephoto lens will forget the curiously 
vehement and ineffective up-and-down movements of the bats- 
men taking what seems to be an age to cover the distance be- 
tween two wickets apparently standing almost on top of each 
other. A long-focus lens produces an effect of flattened perspec- 
tive; a short-focus lens deepens the perspective, and exaggerates 
the size of foreground objects.. 

In studio work, therefore, a lens of abnormally small or 
great focal length wiU be used not simply as a matter of con- 
venience, but in order to obtain certain optical effects. Where 
the cameraman, for example, wishes to enlarge the relative size 
of objects in the foregroimd, or to exaggerate foreshortening, 
or to give emphasis and impetus to movements to and from the 
camera, he will use a short-focus lens. Again, the greater the 
focal length of a lens, the less depth of focus does it possess, 
so that if in a close-up taken with a given lens the background 
can be dimly discerned, the cameraman can either take his 
close-up with a lens of greater focal length, from a greatk 
distance, and reduce the background to a hazy flatness by put- 
ting it out of focus; or he can use a lens of shorter focal length, 
and bring the background into sharper focus so that it plays a 
more important part in the shot. 

There have been numerous occasions on which directors 
have sought to obtain certain subjective effects by putting the 
whole of the image slightly out of focus, or by altering the focus 
during shooting. A mother, for example, looks up from her 
sewing to see her long-absent sailor son standing tmexpectedly 
in the doorway; the shot of the son quickly grows hazy and con- 
fused, and when we see the mother again her eyes are filled with 
tears. In the cream separator sequence of The General Line, 
Eisenstein reverses the device. Peasants are being introduced 
to the first cream separator they have ever seen; when the dust- 
cover is snatched from it, the separator is shown out of focus; 
gradually it comes into focus until it stands with its polished 
metal parts sharply defined and brightly gleaming; the peasants 
gasp with amazement. Here the purpose was presumably to 
suggest that perceptible interval during which the peasants 
gradually took in the imaccustomed object. In the film Der 
Traumende Mund, there is a scene in which Elizabeth Bergner 
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sits in a concert hall listening to a violinist; one shot is taken 
from a point immediately behind the violinist and looking down 
over his shoulder towards the audience. At first, the violinist 
in the foreground is sharply defined and the audience beyond 
is indistinguishable; then the violinist goes out of focus, and the 
face of Elizabeth Bergner looking up amongst the audience is 
brought sharply into focus; then again the lens is re-adjusted 
to bring the violinist back into focus. The purpose was clearly 
to shift the attention of the spectator from foreground to back- 
ground and back again without any change of camera set-up, 
although why it should have been preferred to a simple cut is a 
little difiSicult to understand. 

By the use of special lenses and mirrors the cameraman can 
obtain optical distortions of every conceivable kind. There are 
multiplying lenses which produce a number of images of the 
same object side by side; there are lenses which give a thin 
donated image or a fat distended image. There have even 
been occasions when the cameraman has obtained a desired 
effect by smearing his lens with vaseline. By multiple exposure, 
either in the camera or in the course of printing, it is possible 
to obtain a superimposition of several images on one length of 
film. The bewildering effect of street traffic in a large dty, for 
example, may be represented by taking a shot of one stream of 
traffic approaching the camera, a second shot of another stream 
moving obliquely from right to left, and a third of another mov- 
ing obliquely from left to right, and then superimposing the 
three, so that on the screen vehicles appear to be crossing and 
criss-crossing confusedly in all directions at once. All these opti- 
cal distortions were used frequently in silent films to convey 
states of mind, such as intoxication, bewilderment, dizziness and 
the like. They have been used less frequently in sound films , 
partly, perhaps, because sound has imposed a greater natural- 
ism, and partly because soimd itself can be used for expressing 
ideas which before could only be expressed visually. 

There are various kin^s of optical trick work, such as back 
projection, the Dunning process, the Schufiftan process, the 
model shot, the glass shot, and the travelling matt, by means 
of which the cameraman can combine either action and back- 
grounds shot in two different places, or miniature models and 
full-size sets, or two different roles played by the same actor, 
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SO successfully as to be entirely deceptive. While these are of 
great technical interest they neM not detain us here, since they 
perform no expressive function and therefore have no critical 
importance, unless, mdeed, when they are so badly and obviously 
done as to destroy the spectator’s credibility. By this L mean 
that it does not matter whether an express train shown tearing 
through the countryside is a real train or a model, so long as 
we accept it as real; nor does it matter, when an actor plays a 
dual role, as Robert Donat does in The Ghost Goes West, 
whether we know how the obvious trick is done. What is impor- 
tant is whether the tram is shot from effective viewpoints which 
are combined to make an exciting editing construction, or 
whether the characterisation of the two roles is convincingly 
portrayed; for the rest Ihere is even, perhaps, something to be 
said for the view widely held in the film industry that the less 
the public knows of these technical tricks the better. 

There remains one resource of the camera, commonly 
regarded as a trick and often used as such, which may, never- 
theless, play an important part in expressive representation; 
namely, the variation of camera speed which produces the 
effects of slow motion and accelerated motion. If the camera 
is run at double the normal speed, forty-eight frames wiU be 
exposed in a second,, and when these are subsequently shown 
at the normal projection speed of twenty-four a second, the 
action of the shot will appear in slow motion; conversely, if 
action is shot with a camera running at half-speed, the result 
on the screen will be an accelerated movement. Accelerated 
motion is frequently used in comedy scenes, as, for example, 
where the hero is driving at breakneck speed along a busy 
street, and veers and turns recklessly between cars and buses 
which dart crazily about in every direction. Slow motion was 
used effectively in two British documentary films: one was 
Evelyn Spice’s Spring on the Farm, in which a young boy was 
shown in slow motion riding a horse bareback through a field 
of waist-high billowy grass; the second was Marion Grierson’s 
Beside the Seaside, in which holidaymakers, dancing to the sea- 
side band on a sultry afternoon after limch, move in a slow 
dream-like rhythm, ^^en the heroine of The Seventh Veil at- 
tempts to commit suicide by throwing herself from a bridge 
into the river below, her fall is shown in slow motion. 
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It was the Soviet directors, however, who made the most 
effective use of slow and accelerated motion as elements in the 
tempo of their editing constructions. Pudovkin describes* how 
on one occasion he watched a man scything grass just after a 
heavy summer rain-shower: 

“He was bared to the waist. The muscles of his back contracted 
and expanded with the even sweep of the scythe. Its damp 
blade, flying upwards, caught the sunlight and burst for a 
moment into a sharp blinding flame. I stepped near. The scythe 
buried itself in the wet, rank grass, which, as it was cut away 
beneath, slowly gave down on to the ground in a supple move- 
ment impossible to describe. Gleaming in the slantog sunrays, 
the raindrops trembled on the tips of the pointed drooping 
grass-blades, trembled, and fell. . . . And once more I found 
myself gripped by an unaccustomed feeling of excitement at 
the grandeur of the spectacle. Never had I seen wet grass like 
this. . . . The question was how to capture, how to reproduce to 
others this full and profound sensation. . . 

He then describes how he arrived at a solution. When a director 
wishes to show some detail of an action he moves the camera 
nearer to take a close-up; then why not, argued Pudovkin, 
momentarily slow down the speed of a movement to show some 
detail which could not be seen at normal speed, and thus secure, 
as he describes it, a “closemp in time”? In his own words: 

“Why should not a given detail be momentarily emphasised 
by retarding it on the screen, and rendering it by this meang 
particularly outstanding and imprecedentedly clear? Was not 
... the grass falling to the ground retarded, in relation to me, by 
my sharpened attention? Was it not thanks to this sharpened 
attention that I perceived ever so much more than I had ever 
seen before? ” 

He continues: 

“I tried in my mind’s eye to shoot and construct the mowing 
of the grass approximately as follows; 

1. A man stands bared to the waist. In his hands is a scythe. 
Pause. He swings the scythe. (The whole movement goes in 
normal speed. . . .) 

2. The sweep of the scythe continues. The man’s back and shoul- 
ders. Slowly the muscles play and grow tense. (Recorded veiy 
fast with a ‘slow-motion’ apparatus, so that the movement on 
the screen comes out unusually slow.) 

*Film Technique, pp. 146 et seq. 
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3. The blade of the scythe slowly turning at the culmination of its 
sweep. A gleam of the sun flares up and dies out. (Shot in 
‘slow motion.’) 

4. The blade flies downward. (Normal speed.) 

5. The whole figure of the man brings back the scythe over the 
grass at normal speed. A sweep-back. A sweep-back. A sweep 
.... And at the moment when the blade of the scythe touches 
the grass — 

6. — ^slowly (in ‘slow motion’) the cut grass sways, topples, 
bending and scattering glittering drops.” 


Pudovkin explains that this is a very approximate sketch 
and that after the actual shooting he edited it differently — 
“more complexly, using shots taken at very various speeds.” 
When he saw the result on the screen he reklised that the idea 
was sound; “chance spectators, who were ignorant of the 
nature of the method employed, confessed to having experi- 
enced an almost physical sense of moisture, weight and force.” 
He is careful to make clear that he is not concerned here with 
the single slow-motion shot standing in isolation. He alludes 
to previous directors who have made use of slow motion: 

“Suppose they have been using ‘slow motion’ to shoot a 
horse jumping, then they have shot it as a whole, and as a whole 
-inserted it in the picture, almost as a separate ‘dragged-in’ 
sequence. I have heard that Jean Epstein ^hot a whole film in 
“slow motion” (I think^t was The Fall of the House of Usher^ 
from E. A. Poe’s story)^ using the effect of retarded motion to 
give a mystical tinge to every scene. 

“That is not at all what I mean. I refer to the incorporation of 
various degrees of retarded speed of movement integrally in the 
construction of a given editing phrase. . . . The fxill processes 
shown upon the screen by the editing together of shots recorded 
at various speeds seem endowed with a rhythm peculiar to them- 
selves, a sort of breath of life of their own. They are aUve, for 
they have received the vital spark of an appraising, selecting, 
and all comprehending concept. They do not slip like landscape 
past the window of a railway carriage beneath the indifierent 
glance of a passenger familiar with the route. They unfold and 
grow, like the narrative of a gifted observer, who has perceived 
the thing or process more clearly than anyone else has ever 
done before.” 
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Taking place in the open air^ on the sunny slope of a hilly ...the moving 
pageanty thus from the first set in tune with nature, brought to a focus 
of splendour the rays of every separate art. More akin to an opera than 
to a play, it had, as its basis, music. For the drama had developed out 
of the lyric ode, and retained throughout what was at first its only ele- 
ment, the dance and song of a mimetic chorus. By this centre of rhythmic 
motion and pregnant melody the burden of the tale was caught up and 
echoed and echoed again, as the living globe divided into spheres of 
answering song, the clear and precise significance of the play, never 
obscure to the head, being thus brought home in music to the passion ofi 
the heart, the idea embodied in lyric verse, the verse transfigured by 
song, and song and verse reflected as in a mirror to the eye by the swing 
and beat of the limbs they stirred to consonance of motion 
LOWES DICKINSON, describing the Greek drama in The Greek View 
of Life 


ACCUSTOMED though we are to speak of the films made before 
1927 as “silent,” the film has never been, in the full sense of 
the word, silent. From the very beginning, music was regarded 
as an indispensable accompaniment; it is recorded that when 
the Lumi^re films were shown at the first public film exhibition 
in this country in February, 1896, they were accompanied by 
piano improvisations on popular tunes. At first, the music 
played bore no special relationship to the films; an accompani- 
ment of any kind was sufficient. Within a very short time, how- 
ever, the incongruity of playing lively music to a solann film 
became apparent, and film pianists began to take some care in 
matching their pieces to the mood of the film. 

As cinemas grew in number and importance, a violinist, 
and perhaps a ’cellist, would be added to the pianist in certain 
cases, and in the larger cinemas small orchestras were formed. 
For a number of years the selection of music for each film pro- 
gramme rested entirely in the hands of the conductor or leader 
of the orchestra, and very often the principal qualification for 
holding such a position was not skill or taste so much as the 
ownership of a large personal library of musical pieces. Since 
the conductor seldom saw the films until the night before they 
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were to be shown (if, indeed, he was lucky enough to see them 
then), the musical arrangement was normally improvised in the 
greatest hurry. 

It was to help to meet this difficulty that film distributing 
companies started the practice of pubhshing suggestions for 
musical accompaniments. In 1909, for example, the Edison 
Company began issuing with their films such indications of 
mood as “pleasant,” “sad,” “lively.” The example was fol- 
lowed by others, the suggestions became more explicit, and so 
emerged the musical cue sheet, containing indications of mood, 
the titles of suitable pieces of music and precise directions to 
show where one piece led into the next. 

Certain fihns, some of them outstanding, some merely pre- 
tentious, had music especially composed for them. In 1908, 
Saint-Safins wrote music for the Paris performance of the first 
“Film d’Art,” The Assassination of the Duke of Guise; this was 
his Opus 128, for strings, piano and harmonium, consisting of 
an introduction and five tableaux, with each part carefully cued 
to the film. In 1911, in America, Walter Qeveland Simon com- 
posed ah original score for Arrah-Na-Pough, and in Germany 
in 1913, Guiseppe Becce composed the music for a filtn called 
Richard Wagner. The most famous of these early special scores, 
however, was that composed and arranged by Joseph Carl 
Breil for D. W. Griffith’s film The Birth of a Nation, which 
Seymour Stem describes as follows: 

“The orchestral score as a whole was not original, con- 
sisting as it did of folk-tunes and symphonic selections. Some 
notable examples of the latter were In the Hall of the Mountain 
King, from the Peer Gynt Suite (played during the evacuation 
of Atlanta scenes); strains from the Ride of the Valkyries, tninglpd 
with Dixie and also with other Wagnerian and other dramatic 
music (for the ride of the Clansman); and innmnerable frag- 
ments or mixed strains from Beethoven, Lizst, Rossini, Verdi, 
Tscha&ovsky and other composers. However, the score did 
contain a number of original themes and tunes, specially com- 
posed by Griffith and Brdl for the film, and of these, several 
have long-smce become famous: namely, a theme expressing 
barbarism, insolence and menace, played during the film- 
prologue, in the scenes depicting the introduction of Negro 
davery into colonial America, and more espedally, during 
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Part II, yi virtually all scenes depicting the rise to power of the 
Negroes after the Civil War; a somewhat related theme, ex- 
pressing insolence, sadism and villainy, played during the 
scenes featuring the Hon. Austin Stoneman or his proteg6, 
Silas Lynch; the love-theme music for the romantic ‘business’ 
between the Little Colonel and Elsie Stoneman . . , ; and, most 
famous of aU, that weird blend of reed-whistles and hom- 
blasts, the clan call, composed by Joseph Carl Breil, and played 
during the scenes showing the birth of the Klu Klux Klan, the 
summoning of the Clans and the ride of the Clansmen.”* 

Other notable original scores were Edmund Meisel’s music 
for Battleship Potemkin (so effective that in some European 
countries the film itself was passed for exhibition, but the music 
banned), and for Ruttman’s Berlin, and Arthur Honegger’s 
music for the Abel Gance films, La Roue and Napoleon. The 
number of films provided with original scores were, however, 
very few, for reasons which Dr. Kurt London has summarised: 

“The ‘general release’ theatres did not possess completely 
equipped orchestras. It could not be expected of music pub- 
Ushers that they should print this kind of music, save for a few 
self-contained numbers which they brought out for concert and 
light entertainment purposes. It would have been much too 
costly and unprofitable to publish, as it would have involved 
the printing of several arrangements for different orchestral 
combinations. The film companies would not entertain the idea 
of taking shares in, or themselves taking charge of, the publish- 
ing; for them, origmal music was, if not a mere luxury, at best 
a good means of propaganda, intended to heighten the general 
impression among Press and other interested parties at the first 
performance of the film. They did not think of the general 
pubhc which would see the same film with inadequate music 
and go away with an inadequate impression. This music, too, 
was often boycotted by ambitious conductors in the local 
houses, because they wished to compile their own, and because 
a quick and good rehearsal was for technical reasons 
impossible.” t 

*The Birth of a Nation: a Monograph by -Seymour Stem; published by 
Sight and Sound, My, 1945 (copyright by Seymour Stem). 

^Film Music, Faber and Faber, London, 1936, p. 62. 
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For the most part, therefore, the arrangement of film music 
throughout the whole of the silent film period remained in the 
hands of the pianist, leader or conductor attached to each 
dnema, making use of such resources as were available to him, 
and of music with which he was already familiar. Inevitably, 
he came to look on his music entirely from a utilitarian point of 
view, regarding certain pieces as suitable for comedy scenes, 
others for romantic scenes, others for sad scenes and so on, 
and in course of time, composers and music publishers found it 
profitable to issue small fragments of original music xmder these 
labels. In this way there came into existence a large library of 
mood music consisting of many thousands of short pieces ex- 
pressing every conceivable degree of mood, feeling and sound 
impression; Galloping horses, Pursuit, Despair, Impending Doom, 
Uncanny agitato. Dramatic agitato. Lament, Triumphal March, 
Tender Xove— these are only a few titles from a list which could 
be extended almost indefinitely. 

Owing to the shortness of film scenes, and the rapidity 
with which one scene might give way to another, there was no 
place in the silent film for any leisurely development of musical 
form. The pieces of mood music rarely lasted longer than two 
or three minutes, and their structure was of the very simplest 
kind, so that they could either be extended by repetition on the 
one hand, or condensed or suddenly interrupted on the other, 
without a noticeable jar or without loss of their original 
characteristics. 

Obviously, as the titles of these fragments of mood music 
remind us, one of the chief functions of music in the silent fiihh 
was to illustrate the narrative, to give musical expression to 
each mood of the action, and so intensify it by arousing through 
■the ear the same feelings as were being stirred through the 
eye. 

This function alone, however, is not sufficient to explain 
the clearly deep-seated and instinctive demand for music with 
the silent film, which film audiences have always felt, or the 
curiously shadowy and flat effect of seeing a silent film without 
music— seeing it “in the cold,” as it used to be called. This 
desire springs from the fact that the film is, above all, an art of 
movement. There has always been a close relationship between 
music and movement. Instinctively a c hil d sways and dances 
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to the rhythm of an orchestra, and an elderly gentleman sun- 
ning himself on the seaside promenade, taps his foot or his 
hand to the strains of the military band; a musical accom- 
paniment would add nothing to our enjoyment of a painting — 
would, in fact, be incongruous — ^but a dance without music is 
hardly conceivable. 

Primarily, then, it is the actual physical movement one sees 
upon the screen that creates an instinctive need for the accom- 
paniment of sound, a need met m the case of the silent jaim by 
music. Yet because the music, as we have seen, had to bear 
some relation in rhythm and mood to the visual scene it accom- 
panied, it was able to perform a further service, to accentuate 
the rhythm of the film as a whole. That is to say, the narrative 
and dramatic structure, which was already implicit in the first 
treatment, and had been stiU further developed as the film 
passed through all the processes of production, could be even 
more clearly articulated by a well-chosen musical accompani- 
ment which, reflecting and intensifying the mood of the film at 
each .moment, became in its changes of mood and tempo, a 
reflection of the shape of the film as a whole. 

In the sound film music continues to be used, and here, 
too, the fundamental justification is the rhythm of the film 
as an art of movement; in all other respects, however, the role 
of music in the sound film is essentially different from that of 
music with the silent film. 

To begin with, music is no longer the only form of sound 
possible. Human speech and every kind of audible sound and 
noise can be reproduced, and throughout considerable portions 
of a film, these may predominate; in such places music will be 
both uimecessary and inappropriate. This means that music 
now requires to be used with far greater discrimination. 

It should perhaps be said here that not all producers exer- 
cise this discrimination. There are stiU far too inany cases where 
music is used continuously, or almost continuously, throu^out 
a film , in the descriptive style of the silent-fihn accompaniment, 
as a background to dialogue and sound effects, or to com- 
mentary. Escape to Happiness, in which Leslie Howard and 
Ingrid Bergman played the chief parts, is only one of many 
films which have been spoilt by an excess of sentimental music 
played as ar^background to much of the dialogue; and the short 
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interest films in which commentator and music compete per- 
sistently for attention all the way through, are a constant 
affliction to those of us who go to the cinema with any regu- 
larity. This use of background music cannot be too strongly 
condemned. It is a gross offence against reason and good taste 
and causes such widespread irritation, even amongst the least 
critical of fflmgoers, that it is difficult to see why the habit 
continues. 

Another respect in which music in the sound film differs 
from silent film music is that with perfect and automatic syn- 
chronisation, a much more exact relationship between music 
and picture is possible. Instead of being something apart from 
the film, super-added during the whole of its length, it now 
appears, it is true, only occasionally (at least in the naturalistic 
narrative film) , but is a carefully calculated element within the 
film, forming an integral part of its structure. 

In the sound film, there is no longer any need for mere 
descriptive illustration. Instead, the music, where it is used, has 
to advance the action, to link one dialogue section to another, 
to establish associations of idea and carry on developments of 
thought, to intensify the lyrical and emotional climaxes of the 
film , occasionally to provide emotional relief. This is true even 
of music introduced as a naturalistic element, as in the case of 
the tenor’s song in La Bite Humaine already described. 

Finally, whereas the quick changes of scene in the silent 
film caused difficulty to the musical arranger and compelled 
him to work with' short fragments of music which had no pre- 
tensions to musical form, within the sections of a sound film 
which have been specially designed for a musical accompani- 
ment there is often room for some degree of formal finish and 
the shape of the music may even on occasion have some influ- 
ence on the visual form of that part of the film. 

Whereas under the conditions of performance of silent- 
film music an original score was a rarity, the new conditions of 
the sound film were highly stimulating to original composition, 
and such men as William Alwyn, Arthur Benjamin, Arthiif 
BHss, William Walton, Walter Leigh, Vaughan Wflliams and 
Benjamin Britten in Great Britain, Arthur Honneger, Maurice 
Jaubert, Darius Milhaud and Georges Auric in France, and " 
D. Shostakovitch and Sergei Prokofiev in the Soviet Union— 
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to name only a few — ^were attracted to the new medium. The 
result of their work has been to raise the standards of film music 
to a far higher level than was possible in silent days; film audi- 
ences hear, better music and they hear it played by the finest 
orchestral combinations, which more than compensate for the 
imperfections of reproduction. 

It should be noted, however, that it is not the intrinsic 
. quality of the music in a film which is so important as its 
dramatic appropriateness and a proper synchronisation be- 
tween its rhythm and the visual rhythm of the film. Music 
which is so good that it calls attention to itself at tlie expense 
of the film is out of place; hence the common observation that 
the best film music is that which is not heard. This is as much 
as to say, of course, that music in the film is a servant art, but 
this is nothing new; music has been a servant art throughout 
the' greater part of its history. In many cases exceptionally fine 
film music has been written by composers who in the realm of 
pure music were not in the &st class; Edmund Meisel, who 
wrote the score for Battleship Potemkin, and Hans Eisler, who 
composed the music for Joris Ivens’ film Zuyderzee, are two 
cases in point. 

Music in a film may call undue attention to itself not only 
where it is too good, but also where it has a strong and clearly 
defined melodic line. The spectator’s attention is drawn to the 
melody and he half-consciously listens to hear it played to its 
conclusion. The composer who wishes to keep his music in die 
background will work rather on changes of harmony and 
rh3dhm. The use of well-known music is even more distracting, 
and has the additional disadvantage that it often has certain 
associations, for the spectator which may conflict entirely with 
the associations the producer wishes to establish in his film. 
The most painful case of this kind in my own experience was 
Disney’s treatment of Beethoven’s Pastoral Symphony in 
Fantasia, which was so destructive of my feelings about this 
music that for a long time I feared I should never be able to 
efiace Disney’s images from my mind, and my enjoyment of it 
would be permanently marred. The use of classical music for 
sound films is entirely to be deplored; fortunately, this is gener- 
ally recognised and nowadays even the most modest type of 
documentary usually has music specially composed for it. Brief 
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Encounter and The Seventh Veil, two successful films in which 
weU-known pieces of classical music were heard, might appear 
to be exceptions, but in both the music is used realistically as 
a part of the action and not merely as accompaniment. In the 
first, Celia Johnson, turning on the radio, happens to hear the 
Rachmaninoff Concerto No. 2 and its music afterwards runs 
through her mind. The pieces heard in The Seventh Veil were 
played by Ann Todd as a concert pianist. It is doubtful whether 
even in such cases the use of classical music k absolutely justi- 
fied, but probably only a purist would insist on the point. 

The extent to which music is used in a film, and the impor- 
tance of the role it plays, will depend very much, of course, 
on the type of the film. It is, in general, true that if one takes the 
well-established categories of film, and sets them down in an 
order ranging from the virtually, untreated actuality of the 
record film at one end of the scale to the abstract diagram film 
depending exclusively on the appeal of visual form at the other 
— as, for example, record film, newsreel, lecture film, teach- 
ing film, interest film, documentary, story film, puppet film, 
cartoon, abstract diagram— one finds that whereas non- 
naturalistic music has no place in the record film, it gradually 
acquires more and more importance as one moves towards the 
other end of the scale; in the Disney cartoon, it is an integral 
element^ and in abstract films of the Oscar Fischinger type, it 
is the fundamental element providing both the form and the 
justification of the film. The whole value of the record film lies 
in its content, in the use of the camera as a recording instrument 
with an absolute minimum of human interference, of formal 
treatment. But ,as the film-maker’s purpose lies further away 
from mere record, as he is more concerned to persuade, to 
e:^ress an idea or a point of view, so form becomes more 
important to him; and since music, after all, is nothing else 
than a highly elaborate formalisation of sound, it is hardly sur- 
prising that it should be most important in those types of film 
in which the formal element is most pronounced. 

It has already been observed that one of the chief differ- 
ences between the use of music with the silent film and its use 
in the sound film, is that in the naturalistic story film (which 
comes at some middle point in our scale), non-naturalistic music 
will be used for certain portions only. This raises new prob- 
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lems; first, when should music be used? In view of what has 
been said of background music, we shall not expect it to be 
used in dialogue scenes. But that is a negative direction; can 
anything more positive be said? Obviously, in any particular 
film, the decision as to when music shall be used and of what 
kind it shall be must rest with the good taste and judgment of 
the producer or director concerned, but some clue to a general 
principle is afforded by what has already been said about the 
relationship between visual form and music. Form becomes 
more important to an artist the more he is concerned to express 
the emotional and the lyrical, and it is in the parts of a film 
which reach these levels that the use of music will be most 
appropriate. The French composer Maurice Jaubert, after con- 
demning background music to dialogue — ^music, as he describes 
it, “called upon to annotate the action”— goes on to say: 

“If I reject entirely all musical annotation or s3mchronisa- 
tion, it is because I believe, as I said above, in the essentially 
realistic character of the screen. Into the raw materials of 
cinema— which acquire artistic meaning only from their rela- 
tions to one another— music brings an unreal element which is 
bound to break the rules of objective realism. Is there no place 
for it in the film? 

“Certainly there is. For just as the novelist sometimes inter- 
rupts the telling of a story with an expression of his feelings, 
argumentative or lyrical, or with the subjective reactions of his 
characters, so does the durector sometimes move away from the 
strict representation of reality in order to add to his work those 
touches of comment or of poetry which give a film its individual 
quality, descriptions, movements from one point to another in 
space or time, recalling of earlier scenes, dreams, imagiag of the 
thou^ts of some character, etc. Here the music has something 
to say: its presence will warn the spectator that the style of the 
film is changin g temporarily for dramatic reasons. All its power 
of suggestion will serve to intensify and prolong that impression 
of strangeness, of departure from photographic truth, which 
the director is seeking.”* 

When it has been decided where in a film music should 
be used, there follow die secondary problems of deciding pre- 
dsely at what point it should begin and end, and how the 

^Footnotes to the Film, p. 109. 
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transitions from and to the adjacent parts of the film, and par- 
ticularly the adjacent parts of the sound-track, are to be effected. 
As far as the first point is concerned, the problem is largely 
one of motivation: the audience must be prepared and ready 
for the change, and the director must sense where it should 
properly come. The second point is largely a technical one. 
“One may, in a moment of extreme dramatic tension, make 
use of the shock of a brutal attack (an orchestral fortissimo 
link ed to a cry, for instance). One may also subtly mingle a 
musical with a non-musical sound (the noise of a train develop- 
ing a rhythm which merges gradually into actual music; the 
shrilling of violins replacing imperceptibly the whistling of the 
wind, etc.). There are a thousand and one possible solutions to 
a problem which never twice presents itself in the same way. 
But it is precisely the function of the film musician to feel the 
exact moment when the image escapes from strict realism and 
calls for the poetic extension of music.”* 

I have been concerned here only with the use of non- 
naturalistic music in the dramatic film, and have said nothing 
of musical films as such; these have their own conventions 
which are commonly understood and accepted. Those, how- 
ever, who are especially interested in them are recommended 
to turn to Dr. Kurt London’s Film Music, where various types 
of musical film are described and discussed. 

Qosely related to the use of music in films are the experi- 
ments which have been made in the use of poetic commentary, 
or commentary cast in a rhythmic form. All these experiments, 
as far as I am aware, have been made in documentary films , 
and although they have not always been successful, one must 
acknowledge the courage of the producers who naade them. 

In Basil Wright’s Song of Ceylon (1935), the commentary 
was taken from the description of the island written in 1680 
by Robert Knox, and although not in verse, was recited in a 
slow, soft, rhythmical monotone which formed a complete 
whole with the musical portions and the lyrical conception of 
the entire film. Pure verse was used in Harry Watt’s Nightmail 
(1936); towards the end of the film, after the work on the 
nightly postal special from Euston to Glasgow has been shown 

*Ibid. 
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in considerable detail, and with a very considerable feeling of 
dramatic excitement, the spectator is moved away from the 
detailed view into a series of long shots of the express speeding 
towards its destination in the slowly breaking dawn. This is 
precisely one of those lyrical moments mentioned by Maurice 
Jaubert, one of those moments “of departure from photo- 
graphic truth”; what we hear at this point, however, is not 
music chiefly, but the following verse of W. H. Auden, spoken 
in a rapid, rhjdhmical tone imitative of the pulsation of the 
wheels over the rails; 

This is the night mail crossing the border. 

Bringing the cheque and the postal order, 

Letters for the rich, letters for the poor. 

The shop at the comer and the girl next door. 

Pulling up Beattock, a steady climb— 

The gradient’s against her but she’s on time. 

Past cotton grass and moorland boulder. 

Shovelling white steam over her shoulder. 

Snorting noisily as she passes 
Silent miles of wind-bent grasses; 

Birds turn their heads as she approaches. 

Stare from the bushes at her blank-faced coaches; 

Sheepdogs cannot turn her course 
They slumber on with paws across. 

In the farm she passes no one wakes. 

But a jug in a bedroom gently shakes. 

Dawn freshens, the climb is done. 

Down towards Glasgow she descends 
Towards the steam tugs, yelping down the glade of cranes 
Towards the fields of apparatus, the furnaces 
Set on the dark plain like gigantic chessmen. 

All Scotland waits for her; 

In the dark glens, beside the pale-green sea lochs. 

Men long for news. 

Letters of thanks, letters from banks. 

Letters of joy from the girl and boy. 

Receipted bills and invitations 
To inspect new stock or visit relations. 

And applications for situations. 

And timid lovers’ declarations, 

And gossip, gossip from all the nations, 

News circumstantial, news financial. 

Letters with holiday snaps to enlarge in, 
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Letters with faces scrawled on the margin, 

Letters from uncles, cousins and aimts, 

Letters to Scotland from the South of France, 

Letters of condolence to Highlands and Lowlands, 

Notes from overseas to the Hebrides; 

Written on paper of every hue. 

The pink, the violet, the white and the blue. 

The chatty, the catty, the boring, adoring. 

The cold and ofiScial and the heart’s outpouring. 

Clever, stupid, short and long. 

The typed and the printed and the spelt all wrong. 

Thousands are still asleep 
Dreaming of terrifying monsters 
Or a friendly tea beside the band at Cranston’s or Crawford’s; 

Asleep in working Glasgow, asleep in well-set Edinbingh, 
Asleep in granite Aberdeen. 

They continue their dreams 
But shall wake soon and long for letters. 

And none will hear the postman’s knock 
Without a quickening of the heart. 

For who can bear to feel himself forgotten? 

This verse sequence, however, is the least successful part 
of Nightman, which is in aU other respects one of the finest of 
the pre-war documentaries; the reason lies, probably, in the fact 
that Auden’s verse is complex enough to stand on its own as 
a self-sufficient poem. Where commentary aspires to a poetic 
style, the connection between words and images necessarily 
b^mes very much closer than in the case of the merely in- 
formative commentary which remains detached and aloof, 
describing something outside itself. The poetic commentary, 
like good film music, should be conceived as an integral part 
of the film, as part of an unlweakable artistic unity. It is useless 
to conceive tlie visual side of the film on the one hand, and the 
commentary on the other, and then seek to give the fflm some 
special quality by casting the commentary in verse. If picture 
and verse commentary are not conceived on the same level from 
the outset — ^if they are not designed, in short, to ejq)ress a unified 
idea at a single emotional level— the result is almost bound to 
be disastrous. Nowhere was this division between picture and 
commentary more clearly discernible than in the Ministry of 
Information film Our Country (produced in 1945) for which 
Dylan Thomas wrote the verse. 
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In the two American documentaries made by Pare Lorentz, 
The Plow that Broke the Plains (1936) and The River (1938), a 
form of free verse commentary was used with greater success, 
due, perhaps, to the fact that Lorentz made himself responsible 
for the conception of the whole film, commentary as well as 
picture. As the following example shows, Lorentz’s verse is 
not subtle or complicated; it is a measure of its fitness as an 
accompaniment to the visual images that, when these are taken 
away, it stands a little threadbare: 

“We built a hundred cities and a thousand towns: 

St. Paul and Minneapolis, 

Davenport and Keokuk, 

Moline and Quincy, 

Cinciimati and St. Louis, 

Omaha and Kansas City. . . . 

Across to the Rockies and down from Minnesota, 

Twenty-five hundred miles to New Orleans, 

We built a new continent. 

Black spruce and Norway pine, 

Douglas fir and red cedar, 

Scarlet oak and Shagbark hickory. 

We built a hundred cities and a thousand towns — 

But at what a cost! 

We cut the top off the Alleghenies and sent it down the river. 

We cut the top off Minnesota and sent it down the river. 

We cut the top off Wisconsin and sent it down the river. 

We left the mountains and the hills slashed and burned. 

And moved on.” 

Or again: 

“Down the Judith, the Grand, the Osage and the Platte; 

The Rock, the Salt, the Black and the Minnesota; 

Down the Monongahela, the Allegheny, Kanawha and 
Muskingum; 

The Miami, the Wabash, the Liking and the Green; 

The White, the Wolf, the Cache, and the Black; 

Down the Kaw and Kaskaskia, the Red and Yazoo. 

Down the Cumberland, Kentucky and the Tennessee. . . .” 

The distinguishing characteristic of this commentary is its 
rhythmic repetition of phrases and sentences and place-names 
which, without importuning the attention with too great com- 
plexity of meaning, provide an effective lyrical accompaniment 
to the images. 
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Those dreadful pictures of real people in their real surroundings, who 
by their obvious self-consciousness make the spectator squirm, are not 
interpreters of truth merely because they are real Between being natural 
and appearing natural there may have to be a bridge of art 
GEORGE PEARSON 


TOWARDS THE begiimmg of this book the fiction film was 
defined as one representing men in action, things happening in 
terms of human behaviour; and now we come at last, very 
near the end of it, to those who impersonate the men in action, 
the actors. There are many, perhaps, who will think that the 
place of the actor in the film is so important that it ought to 
have been considered very much earlier, but it would be un- 
warrantable to assume that last means least; in fact, it would 
have been impossible to examine the place and distinctive char- 
acter of acting in the film, and the ways in which it differs from 
acting on the stage, without a very clear understanding of the 
film medium. 

In the theatre, the spectator is stationary as he watches and 
listens to the spectacle moving before him. If an actor has to 
give emphasis to a particular gesture or expression he must 
draw the attention of the audience to himself by taking up a 
conspicuous position, or by striking a pose or making a move- 
ment or pause which will lead the other actors to look at him; 
and whatever he does must be performed so obviously that it 
cannot fail to be observed by the most distant members of his 
audience. His make-up, even his stage-whispers, must be 
exaggerated for the same purpose. 

In a film, none of this is necessary; the director simply cuts 
to a close-up of the detail he wants to emphasise. In Alfred 
Hitchcock’s Blackmail, for example, two detectives come to 
arrest a wanted man in bed at his lodgings. They quietly push 
the door ajar and see him sitting up reading a newspaper held 
fully open in front of him. In a close shot of the wanted man’s 
face we see his eyes move slightly to the left to look beyond the 
paper. There follows a shot of the wash-stand mirror, with the 
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detectives reflected in it side-face; we know that he has seen 
them. Back again to the wanted man: without betraying himself 
to the detectives by the slightest movement he turns his eyes 
down towards the ri^t; there follows a close-up of a revolver 
lying on the table by his bedside, and at once we know what 
he is thinking. The spectator of a film, considered as a spectator, 
is no longer stationary, as in the theatre; he is made by the art 
of editing an active observer, moving about in the midst of the 
action wherever the director chooses to lead him. 

This fimdamental difference between the methods of the 
theatre and the film involves considerable differences between 
the technique of stage acting and that of film acting. In the first 
place, the exaggeration and overstatement which the stage actor 
has to employ become quite unnecessary in the film. On the 
contrary, because the camera can approach so close and give 
such an enlarged view of the least detail, it is restraint and 
understatement which are required. “I had always believed,” 
George Arliss tells us, “that for the movies acting must be 
exaggerated, but I saw in this one flash that restraint was the 
chief thing that the actor had to learn in transferring his art 
from the stage to the screen.”* All that is essential and effective 
on the stage, the wide sweep of gesture, the make-up, the 
declamatory style of speech, becomes false and ridiculous on 
the screen simply because it is out of place. “When we speak 
of the ‘unnecessary staginess’ of a film actor’s performance, we 
so term it not because staginess necessarily involves anything 
of itself wrong or unpleasant. We simply register an unpleasant 
sensation of incongruity, and therefore falseness, as though at 
the sight of a man striving to negotiate a non-existent 
obstacle.”t 

A second difference is that whereas on the stage an actor’s 
chi^ iustiument of expression is his voice, and his movements 
are almost entirely an accompaniment to, and an extension of, 
what is said, in the film he acts with the whole of himself. A 
^ance, a movement of the hand, a slight shrug of the shoulders 
may be far more significant than anything said. This means 

’George Axliss, Up the Years from Bloomsbury, Little, Brown (U.SA.) 
1927, p. 289. 

tPudovkin, Film Acttr^, Newnes, London, 1937, p. 106. 

156 - 



FILM ACTING 


that the film actor must exercise a far higher degree of self- 
control. Falseness and insincerity are much more apparent in 
a screen performance than on the stage, where, as Robert Donat 
has testified, it is easier for the actor to disguise an imperfectly 
assimilated characterisation. “In the theatre,” he says, “it is 
the audience which receives; in the studio it is the camera, with 
this surprising difference — ^that whereas one can get away with 
flippancy, sloppiness and insincerity in the theatre, infinite care 
must be exercised in front of the camera. In the theatre the 
broad methods necessary to reach topmost galleryite and lower- 
most pittite sometimes cover a multitude of sins.”* 

To make the same point in a slightly different way, whereas 
stage acting is to a considerable extent conventionalised and 
stylised, film acting is in the highest degree naturalistic. Nothing) 
is so effective on the screen as complete sincerity, provided al- i 
ways that it is tempered with restraint; and those who have a 
naturally easy and genuine personality and who always give the) 
appearance of being simply themselves, unmarred by any self-! 
consciousness or sense of strain, are most consistently success- 
ful; two good examples in this class are Gary Cooper and Bing 
Crosby. It is the knowledge of this fact which encourages the 
film industry to continue in that exploitation of personality 
known as the star system. The word “star” is sometimes loosely 
applied to any actor who takes a principal part in a film, but its 
correct meaning is more limited than this; it denotes an actor 
whose appearance in a film is regarded as the main guarantee 
of its success, and who is paid accordin^y. Many producers 
with a wealth of experience behind them believe that the mass 
of the film-going public is more interested in personalities than 
in stories or film craftsmanship, and they take the greatest pains 
to build up and to publicise star personalities capable of cap- 
turing and maintaining public interest. If a film star has genuine 
acting ability he is seldom given the opportunity to demon- 
strate it, because it is of the essence of his status as a star that 
he should display the same personality in picture after picture. 

Given all that has been said about the exacting nature of 
film acting, it might be doubted whether it is possible for any- 
one to play widely differing role^jvith conviction and success. 

*Footnotes to the Filnu p. 29. 
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It might seem that to expect an actor to behave naturally and 
easily before the searching lens of the camera, with every ges- 
ture, every word, every twitch of a muscle perfectly co-ordinated 
in a sincere portrayal, and in so doing to be anything else than 
what he really is, is to expect more than human nature can 
achieve. It is certainly true that film acting is in many ways a 
more difiBcult and exacting art than acting for the stage. It is 
also true that the range of roles which a film actor can play 
successfully is usually very much narrower than that of a stage 
actor. As Miss Dilys Powell has put it: “On the stage the great 
actor is often unrecognisable from part to part: there is no 
finding the Laurence Olivier of Oedipus in the Laurence Olivier 
of Justice Shallow; and this kind of metamorphosis is not con- 
fined to the great actor either. On the screen the complete 
transformation of personality is rare; in the American cinema 
so rare as to be almost non-existent.”* Nevertheless, such 
players as Paul Muni and Bette Davis, and the Russian actor 
Cherkasov {Deputy of the Baltic, Alexander Nevsky, Ivan the 
Terrible, etc.), have demonstrated that it is possible for an 
actor to express his personality in different ways in entirely 
different situations, and to give in each of them a convincing 
interpretation. Paul Muni teUs us: 

“Personally, I prefer parts that are unlike myself, and not 
those exhibitionistic parts that are given to many Hollywood 
stars, who act as themselves on the screen.” f 

And Bette Davis, in a parallel essay, says: 

“I shoidd like to add, here, that I have never played a 
part which I did not feel was a person very different from my- 
self. The character I am playing stays bel^d in my dressing 
room at the end of the day, and is waiting for me there the 
following moming.”t 

One factor which greatly increases the difficulty of acting 
for the film is the conditions under which the actor has to work. 
The needs of editing require the action to be broken up into 
small fragments, and these wiU not even be shot in the order 
in which they are finally to be shown. This means that during 
the period of shooting, which may be anything from a month 

upwards, the actor will concentrate the whole of a day’s efforts 

^ 0 . — — — 

*The Sunday Times^ March 31, 1946. 

"fWe Make the Movies. 
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on one small action, the next day he will work at another, four 
days later at a third, and so on. If he is working on location, 
bad weather may stop shooting for days on end, and after kick- 
ing his heels he must be ready to take up his performance again 
with the same zest as before as soon as the sun shines. Robert 
Donat has amusingly and feelingly described the taking of one 
such shot: 

“On the screen, suppose we see a modem yoimg man 
dangling a leg over a modern office desk with modem New 
York receding in the background. Suddenly we come closer to 
him. In other words, the camera moves into dose-up. His eyes 
flash a look of doubt and that is all. I have purposely chosen 
something elementary. That flicker of doubt is created in a 
blaze of light in a dreadful fug under the very nose of that 
terrifying taskmaster, the camera lens, with a ‘mike’ on a boom 
hovering overhead, surrounded by the gang of electricians and 
props boys and faced by the unit staff headed by the director 
— ^who is expecting results. Behind him are the plaster walls 
and an imglazed window with an enlarged black-and-white 
picture postcard of New York propped up behind it; above 
him and everywhere else, lights. 

“In actual fact, the young man’s behind is probably 
propped up on a couple of cushions or books, and the desk 
raised up on wood blocks to improve matters for the camera, 
so that his leg dangles at a very unnatural height from the 
ground, and he must gauge his movements so that at the 
moment of the close-up his head will be momentarily still and 
his eyes— almost imperceptibly— will flash their story; not into 
the lens itself (for the lens, though our most inquisitive neigh-| 
hour, must be ignored completely if we would win it over] 
completely), not precisely into "the lens, then, but at a spot' 
dangerously close. And an exact spot; remember, he is to con- 
vey a flicker of doubt — ^not a flicker of doubt as to where he 
should look, and so insidiously faithful is the lens that it will 
blurt out the whole story if given half a chance: ‘Damn! I’m 
looking into the lens.’ ‘HeU! I looked too low!’ ”* 

The essential discontinuity of the film actor’s work makes 
it extremely difficult for him to conceive and feel his part as a 


*Footnotes to the Film, p. 31. 


159 



THE ART OF THE FILM 

complete whole. As Paul Muni says, “On the stage you have a 
strong sense of security. You are sure of your four weeks* 
rehearsals, with the entire cast, from the beginning to the end 
of the play. You can work gradually into the part, knowing 
the timing and the rhythm, letting the process become sub- 
conscious, and later you may colour and change and add to the 
characterisation. But in acting for the screen you do not have 
the same sense of security.”* Yet it is clear that if the actor is 
to fulfil his proper function, and if his abilities and training are 
not to be wastefuUy neglected, he must have the opportxmity 
to ima^e himself into his part as a whole, and make it an 
expression of his personality. Only in this way can he endow 
it with sincerity and with unity and consistency of development 
in the changing circumstances of the story of the film. 

In many cases, directors who lean considerably on the 
work of their actors, and who realise their need to feel their 
acting in its entirety, seek to help them by avoiding frequent 
breaks in the action, and by shooting whole scenes with very 
few cuts. This is simply to throw away the characteristic virtues 
of the film medium and to revive all the demerits of the photo- 
graphed play. Pudovldn, on the other hand, has proposed in 
his book Film Acting that the dangers of discontinuity might 
be met by special rehearsal methods involving the use of 
actor’s scripts which might even contain supplementary action 
having no place in the film. Effective thou^ this might well 
be, it is most unlikely that such an innovation would be gener- 
ally acceptable in current production practice. The problem 
remains one which each director must solve in his own way, 
and the solution of which will become part of his personal 
approach to the actors who come to work under bim, 

If the danger of sacrificing*the benefits of editing to assist 
the actor leads to the theatrical filrri, the danger of exploiting 
editing to the extent of ignoring the needs of the actor alto- 
gether leads to his becoming a mere automaton in the director’s 
hands. This danger was particularly strong in the days of the 
silent film. When D. W. Griffith wished to portray the extreme 
anguish of a woman hearing her husband cond emn ed to 
death, he showed a close-up of Mae Marsh’s face, and followed 

*We Make the Movies, p. 138. 
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it with another close-up of her clenched hands. The face, as we 
can see, is passive enough, and the hands may not even be 
hers. Inevitably the question arises: Why use a Mae Marsh at 
all? Would not any girl have done as well? 

The more extreme directors of the Soviet silent cinema 
followed precisely this line of thought. They argued that the 
fundamental creative process in film-making was editing, which 
not only enabled the director to escape entirely from the limita- 
tions of the theatre, but in fact compelled him to seek his 
material in the natural world, and to rely for his results, as far 
as possible, on the way in which it was selected and assembled; 
In order to secure the fullest control over his material and to 
obtain with economy precisely what he wanted, it might be 
necessary for the director to stage the content of each shot, but 
the essentially realistic character of the fihn medium demanded 
that any such staging should be as natural as possible. If one 
of the characters in his film is a workman, the director should 
employ a real workman to play the part; he wiU, of course, 
have to carry out certain actions under the director’s instruc- 
tions, but it will not be necessary for him to act in the theatrical 
sense, since his performance, as a whole, wiU be created prim- 
arily by the director through editing; such a non-actor, it was 
argued, could not fail to be more realistic and convincing than 
the stage-trained professional, dressed-up and made-up, and 
performing actions to which in real life he was unaccustomed. 

In ah his silent films, Eisenstein consistently used non- 
actors, and Pudovkin used them to a considerable extent for 
his min or roles although not generally for his chief parts. 
Pudovkin has described the taking of a shot with a non-actor 
for his film The Story of a Simple Case: 

“There was a scene as follows: a father and his small 
son . . . who have not seen each other for a long time, meet. 
It is early mornin g . The boy is just out of bed. He is stretching 
and flexing his muscles after sleep. At his father’s question, 
‘How’s life, Johnny?’ he turns towards him, and instead of an 
answer gives him a sweet, rather shy, smile. 

“. . . I decided, first and foremost, to make the boy experi- 
ence a real pleasure from the process of stretching, more even, 
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feel a need for it. To achieve this, I bade him bend forward, 
grip his feet with his hands, and hold them in this position until 
I gave him permission to straighten up. 

“The boy was really interested, I felt it. Now I further 
reckoned thus: when I give him permission to straighten out, 
and he stretches with genuine pleasme, I shall interrupt his 
movement with a question: ‘Well, Johnny, isn’t it grand to 
stretch?’ 

“Talking during the shot was not allowed; the boy knew 
he had to keep silent. I knew his nature well, and I was con- 
vinced that he would answer me with precisely the smile I 
needed, acquiescent, and a little confused and shy at the un- 
usualness of the situation. 

“The scene began. The boy stood bent downwards. I 
allowed hiTn to straighten out, he stretched; I saw on his face 
a satisfaction both of physical pleasure and from his feeling 
that the game I had suggested to him was going without a 
hitch. I put my question and received in reply the beautiful and 
sincere smile I wanted.”* 

In such a case as this, “the raw material is nature itself, 
unmodified by any conscious process except that of editing, 
when it is not mo^ed itself but involved in a series of juxta- 
positions with other raw material to form a general concept. 
This concept is the directors modification of reality, not the 
performer’s and it must be borne in mind that the performance 
of a non-actor remains unmodified to the end.”t Carried to its 
extreme this directing of non-actors is not dissimilar from the 
process of directing animals in which shots of isolated frag- 
ments of behaviour and reaction are taken and subsequently 
joined in an order which gives the animal concerned the appear- 
ance of displaying an uncannily human intelligence. 

The addition of sound to the film enabled personality to 
be portrayed, as it were, in a new dimension. It enabled char- 
acterisation to be drawn with greater depth and greater -in- 
dividuality. In the silent film it was the portrayal of emotions 
which had received the main emphasis; speech, with all the fine 
shades of meaning and feeling it could express, added a new 

*Film Acting, pp. 122-123. 

fBeraard Miles, Are Actors Necessary? published in Documentary News 
Letter for April, 1941. 
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element, primarily an intellectual element, which the film had 
till then been unable to compass. Into this new world of char- 
acterisation in depth the non-actor found hims elf unable to 
enter, for the moment he spoke he revealed his limitations; he 
became awkward, self-conscious, monosyllabic. As a. result the 
use of the non-actor, which had never been taken up by the 
entertainment film industries of the United States and Western 
Europe, was abandoned even by the Soviet directors, who 
to-day honour their professional actors and actresses no less 
than their directors and cameramen. 

There was, however, one school of film-makers, working 
outside the commercial entertainment film, which continued to 
rely almost exclusively on non-actors long after the silent film 
had disappeared: namely, the British documentary school 
founded and led by John Grierson. In a manifesto of “first 
principles” published in the Winter, 1932, issue of Cinema 
Quarterly, Grierson declared: 

“We beUeve that the original (or native) actor, and the 
original (or native) scene, are better guides to a screen inter- 
pretation of the modern world. They give cinema a greater fund 
of material. They give it power over a million and one images. 
They give it power of interpretation over more complex and 
astonishing happenings in the- real world than the studio rnind 
can conjure up or the studio mechanician recreate. We beKeve 
that the materials and the stories thus taken from the raw can 
be finer (more real in the philosophic sense) than the acted 
article. Spontaneous gesture has a special value on the screen. 
. . . Documentary can achieve an intimacy of knowledge and 
effect impossible to the shim-sham mechanics of the studio, and 
the lily-fingered interpretations of the metropolitan actor.” 

Grierson’s attitude, stated here with his characteristically 
uncompromising vigour, was formed partly under the influence 
of the Soviet cinema and of Robert Flaherty, who had likewise 
relied on non-actors in his dramatised records of primitive life; 
partly, "perhaps, it was the result of an independent reaction 
against the influence of the theatre, which has always been 
strong in England owing to the simple economic fact that the 
film industry here was not until recently sufi&ciently large or 
well-organised to give security of employment to specialist film 
actors, and had therefore to draw its actors from the stage; but 
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what committed him more heavily to the theory of the non- 
actor than anything else was that belittlement of the individual 
as such which became an integral part of his documentary 
theory, and which he has expressed on numerous occasions. 
The following is a characteristic statement of Grierson’s anti- 
individualism; 

“You may think that the individual life is no longer capable 
of cross-sectioning reality. You may believe that its particular 
belly-aches are of no consequence in a world which complex 
and impersonal forces command, and conclude that the in- 
dividual as a self-sufficient dramatic figure is outmoded. When 
Flaherty tells you that it is a devilish noble thing to fight for 
food in a wilderness, you may, with some justice, observe that 
you are more concerned with the problem of people fighting 
for food in the midst of plenty. When he draws your attention 
to the fact that Nanook’s spear is grave in its upheld angle, 
and finely rigid in its down-pointing bravery, you may, with 
some justice, observe that no spear, held however bravely by 
the individual, will master the crazy walrus of international 
finance. Indeed, you may feel that in individualism is a yahoo 
tradition largely responsible for our present anarchy, and deny 
at once both the hero of decent heroics (Flaherty) and the 
hero of indecent ones (studio). In this case, you will feel 
that you want your drama in terms of some cross-section of 
reality which reveal the essentially co-operative or mass 
nature of society; leaving the individual to find his honours in 
the swoop of creative social forces. In other words, you are 
liable to abandon the story form, and seek like the modem 
exponent of poetry and painting and prose, a matter and 
method more satisfactory to the mmd and spirit of the time.”* 

It is not part of our present purpose, of course, to embark 
on a discussion of the very important social and political 
questions which this statement raises, and which would lead 
us far away from film acting. What is important to our sub- 
ject is to observe that this contempt for the individual and 
for the experience of the individual, and the deliberate reliance 
on the non-actor in which it found expression, imposed a 


*Grierson and Documentary, ed. Forsyth Hardy; CoDins, London, 1946, 

p« 82, 
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definite cliaracter on' the documentary approach to 
reality. It is, of course, true that at a certain level, the level of 
public behaviour, the non-actor may give an impression of 
greater authenticity; if a conductor has to be shown on his bus, 
calling “Any more fares?” or an auctioneer on his stand repeat- 
ing the bids, it may be more effective to employ a real bus con- 
ductor or a real auctioneer. But as soon as one wants to go 
belo\<^ the surface of pubhc behaviour, the non-actor fads; even 
at its best his performance is bound to be both limited and 
static, and it only ceases to be either in as much as he abandons 
his function of non-actor and begins to act, that is to modify 
his behaviour by the light of his" own creative imagination. 

The natmre of the limitation to which the British docu- 
mentary movement thus subjected itself was so ably analysed 
by Bernard Mdes in an article in Docwnentary News Letter of 
April, 1941, that I make no apology for making the following 
quotation from it: 

“In all the documentary film s that I have seen,” (he writes) 
“and I have seen some dozens in the past three or four weeks 
apart from isolated examples in the course of ten years’ steady 
dnema going, I think that non-actors achieve aU, or at any 
rate most, that the very best professional actors could achieve 
in the same circumstances. But this is only because most of 
these pictures avoid the implications of human action, or 
where they do present it, present it in such a fragmentary way 
as never to put to the test the training and natural qualities 
which differentiate an actor from a non-actor. It seems to me 
that in this lies the whole crux of the matter, because when I 
say that documentary has never faced up to the problem of 
sustained characterisation and development on the human side 
of its, material, I am simply implying that the leaders of docu- 
mentary are guilty of a kind of escapism, a deliberate side- 
stepping of the very central problem in that interpretation of 
reality which is their avowed aim, I mean Man and his efforts 
to find his bearings in the universal set-up. 

“. . . m documentary film, man is nearly always imphcit 
but rarely explidt. It seems that documentary insists upon plac- 
ing the major emphasis upon circumstances and environment 
and only by inference upon the human being as an individual. 
I contend that this is a limitation and a cul-de-sac which docu- 
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mentary directors will sooner or later find themselves forced 
to revolt against. Man’s hopes, his doubts, his fears, his yearn- 
ings, his aspirations . . . — ^from all these documentary seems to 
turn away — only the economic and natural forces which con- 
dition his behaviour and set the scene of the struggle, but never 
the struggle itself. Always the circumference, never the centre. 

“It seems to me that documentary displays with the greatest 
clarity the material world and the environment in which all 
our problems have to be solved, that it shows with equal clarity 
most of the problems themselves, but that it makes little or no 
attempt to grapple with the most important thing of all, the 
act of solution. To this extent documentary is a passive rather 
than an active medium. But I suggest that true social analysis 
can have only one object — ^action towards the solution of the 
problems analysed. And I further suggest that these inescapable 
social and propagandist aims can best be served, from the 
screen point of view, by a marriage of documentary as we know 
it, with a more and ever more human story value and by an 
ever-increasing concentration upon people. And that this can 
best be achieved by the isolation of the particular typical 
people, and that for this purpose actors trained to portray the 
development of human character and the intensification of 
thought and feeling that go with it, will have to be used more 
and more.” 

I will leave these quotations to stand beside Grierson’s as 
a statement of two opposed points of view, and will only add, 
as a matter of some interest, that in a number of documentaries 
made during the war, actors have been used with considerable 
success, and Bernard Miles himself has given several notable 
performances which fully bear out his contention that “it is 
possible for a sensitive actor to achieve the whole range of 
understatement so effective and so attractive in non-actors, to- 
gether with a passion and a. concentration and a power of 
development quite outside the range of his untrained rival.” 
The war also gave an impetus to that marriage of documentary 
and the story film which he suggested. The first completely 
balanced and successful fusion of the two forms is probably to 
be found in Harry Watt’s Nine Men, which told a fictional story 
of nine soldiers cut off by the enemy in a deserted fort in the 
North African desert with documentary naturalism. Watt had 
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gained his film experience under John Grierson, but Nine Men 
was made for Ealing Studios. Apart from this, however, there 
were many story films which were imbued with a documentary 
quality. The war broadened the scope of the documentary film, 
and at the same time compelled the studio film to take more 
account of the realities of life; the net result was to bring the 
two closer together. 
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10. THE FILM AS AN ART 

There is this difference between a story and a poem, that a story is a 
catalogue of detached facts, which have no other connexion than time, 
place, circumstance, cause and effect; the other is the creation of actions 
according to the unchangeable forms of human nature, as existing in the 
mind of the Creator, which is itself the image of all other minds. The one 
is partial, and applies only to a definite period of time, and a certain com-- 
bination of events which can never again recur ; the other is universal, 
and contains within itself the germ of a relation to whatever motives or 
actions have place in the possible varieties of human nature, lime, which 
destroys the beauty and use of the story of particular facts, stripped of 
the poetry which should invest them, augments that of poetry, and for 
ever develops new and wonderful applications of the eternal truth which 
it contains 

PERCY BYSSHE SHELLEY 


THE WORD art is generally used in at least two senses. In one, 
it means simply skill, as when we speak of the art of the potter, 
or the art of dressmaking. In that sense, no one is likely to 
quarrel with the phrase, “the art of the ito.” A considerable 
degree of skill may go to the making of even the dullest film. 
There is, however, a second sense in which we use the word, 
as when we speak of the art of music or the art of poetry, and 
when we describe Shakespeare’s King Lear or Beethoven’s Ninth 
Symphony as works of art. Here it obviously means far more 
thamtech^cal skill, and it is desirable that we should consider, 
before we finish, how far it is legitimate to regard the fihn as an 
art in this sense. 

Many would deny it altogether the right to be so regarded. 
They wohld point to the fact that the film is essentially photo- 
graphic, and can only record what already exists outside itself; 
they would emphasise also its mechanical nature. While con- 
ce(&g that by editing it is possible to juggle with various frag- 
ments of recording and place them in certain relationships, they 
would argue that the creative possibilities of mere assembly 
are obviously extremely limited. The film offers no artist (they 
would add) the possibility of being able to create out of the 
void a pure work of the imagination, as Cfeaune did when he 
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first Stood before his naked canvas, or Michael Angelo before 
the shapeless marble block, or Shakespeare with , the blank 
sheet of paper in front of him. But what precisely is meant here 
by “a pure work of the imagination”? Does any artist in fact, 
create out of the void, out of nothingness? 

In 1927 there appeared a book by the American scholar 
John Livingston Lowes, called The Road to Xanadu; A Study 
in the Ways of the Imagination* It is concerned with an examina- 
tion of the sources which went to the making of two of Cole- 
ridge’s best-known poems. The Rime of the Ancient Mariner 
and Kvibla Khan, first composed in the ordinary way, the 
second conceived in Coleridge’s unconscious mind while he was 
under the influence of opium. Simply as a study of sources, it 
makes one of the most fascinating detective stories yet written; 
but the author’s interest lay not so much with the sources them- 
selves as with the light they threw on the workings of the 
creative imagination. 

Coleridge was a voracious reader, and in all his reading 
was constantly on the watch for illustrations, images and 
phrases which might suggest ideas for his poems. He was in 
the habit of making notes of any such fragments which struck 
his fancy, and where a book contained references to other books, 
he would regularly obtain these also. Now it so ha|5pens that 
one of Coleridge’s notebooks has been preserved in the British 
Museum in the form of “a small manuscript volume of ninety 
leaves . . . partly in pencil, partly in ink and always with most 
admired disorder.” Aided by this notebook, Livingston Lowes 
was able to trace and to re-read many of the books which 
Coleridge must have read between the years 1795 and 1798, 
“the years which lead up to and include the magnificent flower- 
ing of Coleridge’s genius on which his renown as a poet rests,” 
and the results are of quite extraordinary interest. 

There is no space here to present even a summary of 
Livingston Lowes’ long and elaborate argument, pursued 
throu^ 434 pages of text and nearly as great a quantity of 
notes. A brief r&um^ of a single fragment must suffice. In 
Coleridge’s poem the ancient mariner is describing how his 

•Houghton MifiBin Co., New York, 1927; also Constable, London. 
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ship became becalmed in tropical seas, “as idle as a painted 
ship upon a painted ocean”; his companions have all died of 
thirst, and he alone lives: 

The moving Moon went up the sky. 

And nowhere did abide; 

Softly she was going up, 

And a star or two beside — 


Her beams bemocked the sultry main. 
Like April hoar-frost spread; 

But where the ship’s huge shadow lay. 
The charmed water burnt alway 
A still and awful red. 


Beyond the shadow of the ship, 

I watched the water-snakes: 

They moved in tracks of shining white. 
And when they reared, the elfish light 
Feu off in hoary flakes. 


Within the shadow of the ship 
I watched their rich attire: 

Blue, glossy green, and velvet black. 
They coiled and swam; and every track 
Was a flash of golden fire. 


These lovely lines are simple and clear enough. Here, 
surely, is the creative imagination at work. But did Coleridge 
fashion them wholly from the void, conceive them and bring 
them to birth entirely within his own brain? To concentrate on 
the last two stanzas only, and to condense almost to the point 
of crudity, here is a coEection of passages which Coleridge 
certainly read at the period of his writing the poem, and 
several of which he actually marked down in his notebook: 

(a) Not only the Wake of a Ship produces this tight, but Fishes 
also in swimming leave behind ’em a luminous Track . ... I have 
sometimes seen a great many Fishes playing in the Sea, which have 
made a kind of artificial Fire in the Water, that was very pleasant 
to look on. (Extract from a letter written by Father Bourzes on 
“Luminous Appearances in the Wakes of Ships at Sea,” taken 
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from Letters of the Missionary Jesuits, and quoted in Philoso- 
phical Transactions of the Royal Society (Abridged), Vol. V, p. 
213.) 

(b) During a calm, on the morning of the 2d, some parts of the sea 
seemed covered with a kind of slime; and some small sea animals 
were swimming about. The most conspicuous of which, were of 
the gelatinous kind, almost globular; and another sort smaller, 
that had a white or shining appearance , . . Sometimes they . . . 
assum(ed) various tints of blue . . . which were frequently mixed 
with a ruby, or opaline redness; and glowed with a strength 
sufficient to illuminate the vessel and water, . , , But, with candle 
light, the colour was, chiefly, a beautiful, pale green, tinged with 
a burnished gloss; and in the dark, it had a faint appearance of 
glowing fire. They proved to be . . , probably, an animal which 
has a share in producing some sorts of that lucid appearance, 
often observed near ships at sea, in the night, (Captain James 
Cook, Voyage to the Pacific Ocean, II, 257.) 

(c) What a most beautiful creature is this fish before me, gliding to 
and fro, and figuring in the still clear waters, with his orient 
attendants and associates. The whole fish is of a pale gold (or 
burnished brass) colour ... the scales are . . . powdered with 
red, russet, silver, blue and green specks [while at the gills is] a 
little spatula . . . encircled with silver, and velvet black. (Bartram, 
describing “the yellow bream or sunfish“ in his Travels, pp. 
153-154.) 

(d) ... an instance whereof he [Hawkins] sheweth in the Queenes 
Nauie, in the yeere of our Lord 1590, at the Asores many 
moneths becalmed, the Sea thereby being replenished with 
seuerafl sorts of gellies and formes of Serpents, Adders, and 
Snakes, Greene, Yellow, Blacke, White, and some partie-coloured, 
whereof many had life, being a yard and a halfe, or two yards 
long. And they could hardly draw a Bucket of Water, cleare of 
some corruption withall. (Purchashis Pilgrimage, 1617 folio, quot- 
ing from the Observations of Sir Richard Hawkins, Knight, in his 
Voyage into the South Sea,) 

(e) In the Sea we saw . . . Abundance of Water-Snakes of several 
Sorts and Sizes — ^This day we saw two Water-Snakes — ^The Snake 
swam away . . . very fast, keeping his Head above Water, (Cap- 
tain William Dampier, New Voyage round the World,) 

(f) As we sailed we saw Multitudes of Grampusses every Day; as 
also Water-Snakes of divers Colours— We saw likewise multi- 
tudes of Fish. . . . Also Water-Snakes of divers Colours. (Tfte 
History of the Buemiers of America, II, 1 fF.) 
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(g) [The dolphin] playing in the sea (in mari ludens), moves curvingly 
in manifold circles and coils (in varios se vertat gyros et spiras), 
part of it being hidden by the waves, part of it rearing (exserta) 
above the surface of the water. 

In the dog-days, when the sea lies unruffled by the winds, the 
sea-serpent is wont to emerge, arched into all sorts of coils (in 
varios spiras sinmtus), of which some project from the water, 
while the rest are hidden under it. (Leemius, De Lapponibus 
Finmarchiae, Copenhagen, 1767; pp. 307, 332.) 

(h) But now, beneath the lofty vessel’s stem, 

A shoal of sportive dolphms they discern. 

Beaming from burnished scales refulgent rays, 

Till all the glowing ocean seems to blaze: 

In curling wreaths they wanton on the tide. 

Now bound aloft, now downward swiftly glide; 

Awhile beneath the waves their track's remain, 

And bum in silver streams along the liquid plain. . . . 

Now to the north, from Afric’s burning shore, 

A troop of porpoises their course explore; 

In curling wreaths they gambol on the tide. 

Now bound aloft, now down the billows glide: 

Their tracks awhile the hoary waves retain. 

That bum in sparkling trails along the main. 

(Falconer, The Shipwreck, Canto n, 11. 63-70, 213-218.) 

No one who compares the words which Livingston Lowes 
has italicised in thrae passages, both with each other and with 
the last two of the four stanzas quoted from Coleridge, can fail 
to perceive the links; and a glance at the last four lines in each 
of Falconer’s stanzas even suggests one possible soiurce for Cole- 
ridge’s own verse form with its balanced repetitions. What has 
happened is clear; the fragments of imagery which had struck 
Coleridge in his reading, and had been held fast by his extra- 
ordinarily tenacious memory, had sunk into the depths of his 
unconscious mind, where they had merged into a new whole 
which had had no previous existence. As Livingston Lowes 
himself puts it: 

“Those, then, at last, are the raw materials. The result is 
all of them and none of them— it is a new creation. The fishes 
which Father Bourzes saw in tropical seas and Bartram in a 
little lake in Florida, and the luminous blue and green protozoa 
which Captain Cook observed in the Pacific, and tho many- 
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hued, ribbon-like creatures that Sir Richard Hawkins mar- 
velled at off the Azores, and Dampier’s water-snakes in the 
South Seas, and Leemius’s coiling, rearing marine serpents of 
the North, and Falconer’s gambolling porpoises and dolphins 
— all of them or some of them — have leapt together like scat- 
tered dust at the trumpet of the resurrection, and been fused 
by a flash of imaginative vision into the elfin creatures of a 
hoary deep that never was and that will always be. The shaping 
spirit of the imagination must have materials on which to work, 
and a memory steeped in travel-lore was this time the reservoir 
on which it drew.”* 

That the separate elements were not consciously combined 
is made abundantly clear. Livingston Lowes applies the same 
analysis to Kubla Khan, which was dreamt by Coleridge while 
asleep under the influence of opium, and the surviving frag- 
ment of which he wrote down from memory when he awoke, 
and the results are even more striking. Lowes also records an 
experience of his own when he tried to trace a striking observa- 
tion which he remembered to have read in The Autocrat of the 
Breakfast Table thirty years earlier. He found the right place 
in the book, but the sentence which confronted him there fell 
disappointin^y short of his recollection; in turning over the 
pages, however, he discovered that the missing part of what he 
expected to find was in another place; evidently the two halves 
had fused in his unconscious mind and emerged in his memory 
as a single whole. He suggests that this is a common experience, 
and goes on to say: 

“ Now that, to compare small things with great, is a pro- 
cess which, it would seem, goes on with peculiar intensity in a 
poet’s mind, and which in Coleridge’s case apparently went on 
incessantly. One after another vivid bits from what he read 
dropped into that deep well. And there, below the level of con- 
scious mental processes, they set up their obscure and powerful 
reactions. Up above, on the stream of consdousness (which is 
all that we commonly take into account) they had floated 
separate and remote; here in the well they lived a strangely 
intimate and simultaneous life. I am speaking in parables, I 


*The Road to Xanadu, p, 53, 
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know, for there seems to be no other way; but the thing itself, 
however phrased, is, I believe, in its essentials, true. Facts which 
sank at intervals out of conscious recollection drew together 
beneath the surface through almost chemical aflSnities of com- 
mon elements, as my trivial elements from The Autocrat swam 
together and coalesced. And there in Coleridge’s unconscious 
mind . . . there in the dark moved the phantasms of the fishes 
and animalculae and serpentine forms of his vicarious voyag- 
ings, thrusting out tentacles of association, and interweaving 
beyond disengagement. Father Bourzes’s playing fishes ‘made a 
kind of artificial Fire in the Water’; Captain Cook’s protozoa 
‘in the dark . . . had a faint appearance of Rowing fire.’ And 
about the common element of fire the other trails of fish and 
animalculae alike converged, and blended into a tertium quid 
endowed with the qualities of both.”* 

The implication behind Livingston Lowes’ argument is that 
it is in precisely this way that every creative artist works. Cole- 
ridge’s work lends itself to analysis to a degree probably unique, 
simply because he drew largely upon books for his raw material 
and left clues to his reading which enable these books to be 
identified. In the case of other artists it would be far more ditfi- 
cult, in most cases impossible, to trace the origins from which 
their creations sprang, but there can be no doubt that in their 
case also, “the shaping spirit of the imagination must have 
materials upon which to work.” In a memorable passage in his 
Craft of Fiction, Percy Lubbock describes the creative mind of 
Tolstoy the novelist, “surveying the free and formless expanse 
of the world of life.” He continues: 

“And Tolstoy, with the help of some secret of his own, 
which is his genius, does not hesitate for an instant. His hand 
is plunged into the scene, he lifts out of it great fragments, 
right and left, ragged masses of life tom from their setting; he 
selects. And upon these trophies he sets to work with the full 
force of his imagination; he detects their significance, he dis- 
engages and throws aside whatever is accidental and meaning- 
less; he remakes them in conditions that are never known in 
life, conditions in which a thing is free to grow according to its 
own law, expressing itself unhindered; he liberates and com- 


*Ibid, p. 58. 
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pletes. And then, upon all this new life — so like the old and yet 
so different, more like the old, as one may say, than the old had 
ever had the chance of being — upon all this life that is now so 
much more intensely living than before, Tolstoy directs the 
skill of his art; he distributes it in a single embracing design: 
he orders and disposes. , . . 

“Instead of a continuous, endless scene, in which the eye 
is caught in a thousand directions at once, with nothing to hold 
it to a fixed centre, the landscape that opens before the critic 
is whole and single; it has passed through an imagination, it 
has shed its irrelevance and is compact with its own meaning.” * 

And if we turn from Tolstoy to an artist of a very different 
kind working in another medium altogether, to Henry Moore, 
the sculptor of abstract forms, we find him saying: 

“In my sculpture I do not draw directly upon memory or 
observation of a particular object, but rather use whatever 
comes up from my general fund of knowledge of natural 
forms.” And to this he adds: 

“The observation of nature is part of an artist’s life, it 
enlarges his form knowledge, keeps him fresh and from working 
only by formula, and feeds inspiration.” f 

The artist nourishes his imagination by observing life (prim- 
arily, of course, in terms of his chosen medium, the sculptor 
being especially sensitive to solid shapes, the painter to forms 
and colours); the fragments of observation sink into his un- 
conscious mind where they are free to form with each other 
relationships of a completeness and complexity which it would 
be beyond the power of conscious brainwork alone to achieve; 
in the moment of inspiration the artist becomes aware of such 
a pattern of relationships, and must then labour to externalise 
it in a work of art which will make it apparent to others. This 
is perhaps a crude description of a psychological process which 
is highly complicated and incompletely understood, but it 
appears near enough to the truth to serve our purpose. 

•Percy Lubbock, The Craft of Fiction, Cape, London, pp. 18-19. 

'\Henry Moore; with art Introduction by Herbert Read, Lund, Humphries, 
London, 1944. 
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The language of poets, Shelley observed, “is vitally meta- 
phorical; that is, it marks the apprehended relations of things 
and perpetuates their apprehension.”* Is this not precisely what 
the film-maker is enabled to do, witliin the sphere of his own 
medium, by means of editing? “To the film director,” says 
Pudovkin, “each shot of the finished film subserves the same 

, purpose as the word to the poet Editing is the basic creative 

force, by power of which the soulless photographs (the separate 
shots) are- engineered into living, cinematographic form . . . 
editing is the creative force of filmic reality, and . . . nature 
provides only the raw material with which it works. That pre- 
cisely is the relationship between reality and the film.”t 

And Eisenstein writes ten years later: “The basic fact was 
true, and remains true to this day, that the juxtaposition of two 
separate shots by splicing them together, resembles not so much 
a simple sum of one shot plus another shot — ^as it does a 
creation. It resembles a creation — ^rather than a sum of its parts 
— ^from the circumstance that in every such juxtaposition the 
result is qualitatively distinguishable from each element viewed 
separately.’’^ 

It may be argued that the resemblance here suggested is 
nothing more than a superficial one, and that there can be no 
fundamental kinship between the dark and complex workings 
of the unconscious mind and the conscious and physical busi- 
ness of joining one film-strip to another. Writing words on 
paper, however, or applying paint to canvas, is equally a physi- 
cal process, consciously performed. What we have to look to 
are the operations of the mind which precede conscious crea- 
tion; and editing, as we have already seen, is ideally conceived 
in the mind of the script-vsriter before a foot of film has been 
shot. Fimdamentally it is a treatment of, an approach to, 
reality. When the script-writer gives himself up to thought, 
visualising the white screen before him, he is in precisely the 
same position as C6zanne before his canvas; and when, with 
his mind’s eye, he sees a succession of visual images pass, he 
is as much under the spell of the imagination, and as able to 
profit by it, as any creative artist. If this fact is not more obvious 


*A Defence of Poetry. 

'\Film Technique, pp. xiv-xvi. 
fTke Film Sense, p. 18. 
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it is only because it is obscured by the vast and elaborate 
machinery of production through which the original ideas have 
to find their way on to celluloid.* 

There is nothing very surprising or original in all this. 
There is no difference in kind» after all, between the workings 
of the artist’s mind, and the workings of our own, merely a 
difference in degree. We are conscious of the world around us 
not merely by the impressions we receive through our senses, 
but by the relationships we perceive to exist between them. We 
are all ruled by an instinct to discern and create such relation- 
ships. Percy Lubbock, in the book from which I have already 
quoted, remarks how in reading a novel we each create our 
own image of it, giving particular importance to some portions, 
and scarcely remembering others; and he goes on to say: 

“Creation of this kind we practise every day; we are con- 
tinually piecing together our fragmentary evidence about the 
people around us and moulding their images in thought. It is 
the way in which we make our world; partially, imperfectly, 
very much at haphazard, but still perpetually, everybody deals 
with his experience like an artist. And his talent, such as it may 
be, for rounding and detaching his experiencing of a man or 
woman, so that the thing stands clear in his thought and takes 
the light on every side — ^this can never lie idle, it is exercised 
every hour of the day.”t 

The only difference between one individual and another 
lies in the complexity of the relationships they are capable of 


♦The following observation of Miss Margaret Kennedy, while not perhaps 
strictly germane, is not wholly irrelevant: 

“Most story tellers still prefer to say what they have to say in some other 
medium, in spite of the possibilities offered to them by the screen. 

“And why is this? 

“It is because the conditions of screen-story telling are, at present, so dis- 
couraging to any genuine artist. The screen composer has no place in the scheme 
of things, no means of carrying his vision of life and truth safely through this 
dogfight of technicians. Nor has he any position in the cutting-room, where the 
emphasis, which is the true soul of his story, will be determined. 

“A picture must be a group production, just as operas, symphonies and 
plays are group productions. But no group production can ever be classed as 
a great work of art unless it has the stamp of one predominating, creative mind. 
This single si^ature, in screen art, is at present the signature of the director. 
And while this is the case, no screen Keats is ever likely to supply scripts.” 

(Margaret Kennedy: The Mechanised Muse^ pp. 48-49.) 

\The Craft of Fiction, p, 7. 
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apprehending. The mind of an uncivihsed man, fox example, 
can only appreciate relationships of the simplest kind. The 
French traveller, Gontran de Poncins, has this to say of the 
Eskimos among whom he has recently lived: 

“And what is most curious is that no Eskimo will ever say 
to you that he has been had in trade. It is not that his vanity 
forbids such a confession, but that this can never occur to him. 
He wanted what he got in the trade; soon after, perhaps, he 
ceased to want it; but between the two his primitive intellect 
will not allow him to establish any relationship. . . . There is 
no learning to know the Eskimo through an exchange of ideas. 
Properly speaking the Eskiino does not think at all. He has 
no capacity for generalisation. He cannot explain himself to 
you, nor can he explain his people.”* 

At a later point in his book, de Poncins relates the following 
story: 

‘T remember that one day an Eskimo came into the Post 
with a troubled look on his face. Gibson and I stood before 
him and waited for him to speak. As no word came from him, 
Gibson asked him after a time what the matter was. Standing ^ 
in the middle of the room, the Eskimo raised his eyes vaguely 
to the ceiling, pointed to his chest, and said, ^Hamane\ here). 
That was where a pain-was, we assumed. He remained standing, 
and it was clear that he had more to say, for he would wave a 
hand and let it fall; he would open his mouth, bring up the 
hand once more, and again his hand would drop. Finally, he 
began to speak, lost the thread of his thought, and wandered 
in a mental labyrinth. Men like ourselves have some control 
over our thoughts: this primitive man had none. He began in 
the middle, pronouncing directly the most important word in 
his mind. Then he went back to the beginning of a phrase and ’ 
started afresh. I remembered what a missionary had said to 
me about the Eskimo: ‘He thinks; then he stops thinking; then 
he thinks again. But he cannot pursue a train of thought from 
beginning to end.’ A word would come forth from this Eskimo. 
Then nothing. Suddenly images would flow through his mind, 
but so many that he could not reduce this chaos to order. Dis- 
connected words would tumble out of his mouth as if he was 


*Kabloom: Cape, London, 1941, pp. 121-122. 
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afraid that unless he pronounced aU of them simultaneously, 
they would leave him and never return. Then silence again,”* 

Civilisation and culture develop with the growth of man’s 
power to subjugate the apparent chaos of the universe to order. 
To a large extent, of course, he exercises this power consciously 
and deliberately, concentrating on the objective aspects of ex- 
perience which are common to us aE, and drawing those deduc- 
tions which are the basis of science and philosophy. The artist, 
on the other hand, is concerned not merely with the deductions 
which conscious reasoning can draw from experience, but with 
his reaction to experience as a complete human being. 

The whole of existence appears to us in a condition of 
continual flux. Nothing is stationary, nothmg stable. Every- 
thing moves, everything changes, in some cases with immense 
rapidity, in others so slowly as to be scarcely perceptible; this 
is as true, of course, of the mind of man as of the world it looks 
upon. Man’s experience of life, that is to say, is a continuous 
flow of variously moving and multifarious impressions into 
the chaos of which he is forever driven by instinct to peer for 
signs of relationship, of significance. “Man,” wrote Shelley, “is 
an instrument over which a series of external and internal 
impressions are driven, like the alternations of an ever-changing 
wind over an Aeolian lyre, which move it by their motion to 
ever-changing melody. But there is a principle within the human 
being, and perhaps within all sentient beings, which acts other- 
wise than in the lyre, and produces not melody alone, but 
harmony, by an internal adjustment of the soimds or motion 
thus excited to the impressions which excite them.”t The great 
poet, the great artist of any kind, is a man with an ardent love 
of fife and of the richest experiences which life can afford, who 
is not content with what the conscious mind alone by pains- 
taking research can piece together, but who reaches out with 
the whole of himself, conscious and unconscious, senses and 
emotions, all disciplined and sensitised by arduous apprentice- 
ship to his art, into the turbulent chaos of existence, and catch- 
ing fleeting impressions of significance and beauty there, seeks 
to communicate and perpetuate them by imitating them in his 
own medium. 

*Ibid, p. 169. 

tA Drfence of Poetry. 
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And what has all this to do with the film? It has everything 
to do with it if, when we talk of the art of the film, we mean 
anything at aU, and are not merely deluding ourselves with a 
hi^-sounding phrase. To begin with, it disposes of the argu- 
ment that the film cannot be an art on the grounds that all one 
can do in it is to arrange fragments of moving image and frag- 
ments of sound in a certain order, and thus create certain 
relationships; for it is precisely in this business of ordering and 
arranging elements taken from life that creation in any art 
consists. The only question which remains is — ^How varied and 
how complex are the relationships which can be represented? 
How far is the medium capable of presenting the most subtle 
perceptions of the great creative artist? A child who is asked 
to sew brightly coloured pieces of material on to a square of 
hessian, will place them in an arrangement which he finds pleas- 
ing, and the result is a form of self-expression, but an extremely 
limited one. The elements with which a musical composer works 
are not quite so simple, but they are simple enough: at any 
given moment of time he can control his soimds only in terms 
of pitch, harmony (the harmony of a single chord), loudness 
and duration; but by continually varying these elements from 
one instant to the next, he can create patterns of the most com- 
plex and satisfying kind — complex, that is to say, in the sense 
of being charged with significance. 

The case of the film is not dissimilar from that of music. 
The visual unit of the film, the single shot, offers within itself a 
certain choice of viewpoint, of lighting and of duration, as we 
have seen, but alone its expressive possibULties are severely 
limited. With a series of shots following each other in succession, 
however, it is quite another story; the Soviet directors in their 
silent films gave some indication of the powerful and complex 
effects which can be obtained in passing from one shot to 
another, and the range has since been extended by the addition 
of sound, bringiag with it not only unlimited potentialities of 
its own, but also making possible new and exactly calculated 
relationships between visual images on the one hand, and sound 
on the other. 

Is it possible to conceive of any impression which the eye 
mi^t behold or the ear hear, in actuality or in imagination, 
which could not be represented in the medium of the film? 
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From the poles to the equator, from the Grand Canyon to the 
minutest flaw in a piece of steel, from the whistling flight of a 
bullet to the slow growth of a flower, from the flicker of thought 
across an almost impassive face to the frenzied ravings of a 
madman, is there any point in space, any degree of magnitude 
or any speed of movement within the apprehension of man 
which is also not within the reach of the film? Nor is this aU; 
in the treatment of its material it has similar freedom. It can 
treat it naturalistically and objectively on the one hand, or 
entirely subjectively on the other, with a realism in either 
extreme impossible in any other medium; or it can establish a 
point of view anywhere between these two extremes. It might 
have been supposed, on the evidence of the disastrous experi- 
ments which have been made in the past with super-imposed 
angels with wings and halos, and “dream balloons” and other 
such trickery, that there is at least one kind of experience which 
lies beyond the film’s scope, namely, the dream and the vision; 
but Jean Vigo and others have convincingly demonstrated that 
by concentrating, once more, on editing, on the relationship of 
shots in succession, and by replacing the matter-of-fact logic 
of everyday life with the free associations of the dream state, 
it is possible to represent that state with a disconcerting vivid- 
ness. 

The colour film and television open up new possibilities 
which have yet to be explored; there are indications that the 
three-dimensional film is also within reach. Such developments 
win enrich the film with new resources, although it appears 
unlikely that they will lead to any fimdamental innovations in 
technique. The addition of colour, for example, has not been 
nearly comparable in importance to the addition of sound. 
Much of the interest of television wiU lie in its ability to enable 
us to see events in the making, but events in the making are in 
their nature unforeseeable and imcontrollableK-in that lies 
their fascination; the more television producers endeavour, 
therefore, to use their medium creatively, the more they are 
likely to use both cinematograph film and the technique of the 
film because for creative work control over the raw material 
of life is essential, and this is afforded in greatest measure by 
film recording. As for the three-dimensional film, some have 
expressed the fear that it will lead tq the loss of our present 
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freedom m. editing, on the grounds that the illusion of actuality 
will be so vividas to make rapid and continual changes of view- 
point acutely disturbing. Personally, I have no such fears; on 
the contrary, I beheve that, by adding a new dimension to 
movement, it wiE enable the film-maker to achieve patterns of 
movement even richer and more exciting than is now possible. 

To what extent are these resources being used? That the 
film can teH a story in a manner to lull disbelief and maintain 
suspense, is fuUy evident. But the interest in a story, which 
E. M. Forster calls “the lowest and simplest of literary organ- 
isms,”* is an extremely elementary one: it is merely an interest 
in “what is going to happen next”; and when one knows that, 
interest immediately dies. The great majority of film s, including 
many above the average, concern themselves with nothing more 
than the telling of a story, which is why one finds no interest 
in seeing them a second time. 

As the story develops in complexity, however, the question 
“what?” begins to give ground to the question “why?” To the 
mere succession of events are added links of cause and effect; 
events cast their shadows forward; what is shown happening 
here is a direct result of something else which happened there; 
a plan dimly revealed at the be ginnin g is seen working itself 
out with growing clearness towards the end; in short, the plot 
(if we may use a well-worn cliche in a slightly new sense) 
thickens. The question “why?” then comes to be directed not 
only towards what happens, but towards those who do and 
suffer, the participants in the action. Why is it that he or she 
does thus or reacts thus? Considerations of motive and reaction 
are inevitably linked with character, and as we ask more of the 
story, so we force the characters to reveal themselves more 
clearly and more credibly, transforming themselves from per- 
forming puppets into thinking, feeling, -living beings. We call 
upon them to express themselves more fully; and in doing so, 
we both develop the complexity of the pattern of their relation- 
ships, and make greater play with the resources of our medium, 
straining more and more towards its limits. 

The hipest point which has been reached by the art of 
fiction in complexity, richness and significance, is represented, 


* Aspects of the Novel, p. 43. 
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I imagine, by the plays of Shakespeare, notably by his greater 
tragedies. Using, then, the highest standard available to us, let 
us, without flinching or compromise, face this question: “Is 
the filtn medium, so far as we can analyse its possibilities, cap- 
able of development to Shakespearean levels?” I have no 
doubt in my own mind that it is capable of this development, 
and even more. As we have already seen, in the formal use of 
movement, in particular, lie poetic resources which have so 
far been tapped hardly at all. I am well aware that this is a 
high claim, but I make it with fuU consideration and in good 
company. “Now that I have finished Deserter" wrote Pudovkin 
in 1933, “I am sure that sound film is potentially the art of the 
future ... it is a synthesis of each and every element— the oral, 
the visual, the philosophical; it is our opportunity to translate 
the world in aU its lines and shadows into a new art form that 
has succeeded and wUl supersede all the older arts, for it is the 
supreme medium in which we can express to-day and to- 
morrow.”* To this, I add the words of Eisenstein: “The per- 
spectives of the possibilities of the film are unlimited. And I 
am firmly convinced that we have barely touched these 
possibilities.” t 

And then we turn to contanplate the films we know, pour- 
ing from the studios each at a cost of hundreds of thousands of 
pounds, appearing in the cinemas for three days or a week, 
two films in a programme, vanishing more suddenly than they 
appear. . . . 

After keeping our feet on the solid ground throughout the 
greater part of our journey, we have suddenly in this last 
chapter, and presumptuously like Icarus of old, flown straight 
up towards the sun. But when the thoughts of what the cinema 
might be fade away before a reminder of what the cinana is, 
we fiotid our wings have melted and we are suddenly brought to 
earth with a sickening crash. Is the dream nothing more than 
a dream? The answer lies, surely, in the words of Hitchcock 
which have already been quoted, “I hope in time to have more 
freedom still — ^if audiences will give it to me.” 


*FiIm Technique (1933 edn.X p. 173, 
^The Film Sense, p. 8, 
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A FILM SCRIPT SPECIMEN 

The following is the first sequence only of the script of the 
British film Gaslight, which was directed by Thorold Dickinson 
in 1940 with Diana Wynyard and Anton Walbrook in the 
leading roles. The screen play was written by A. R. Rawlinson 
and Bridget Boland, and adapted from the original play by 
Patrick Hamilton. 


FADE IN : 

1. MAIN AND CREDIT TITLES 

It is suggested that the background should be a brick wall, and in 
the top left-hand comer of frame, an old-fashioned gas street lamp, 
fixed to the wall by a bracket. 

A lamp-lighter’s hand and pole come into picture, and the light 
goes up to reveal the Credit Title in block letters on the wall. 

FADE OUT : 

NOTE : 

The ensuing sequence is virtually an Effect Sequence. Each scene 
dissolves as rapidly as possible into the next. 

There is a continuous accompaniment of background music, which 
should be specially composed to strike immediately a note of 
eeriness and impending tragedy, and then illustrate the varying 
moods of the sequence , . . the desperate anxiety of the murderer 
... the tense activity of the police ... the slow, decay of the 
house . . . and the excitement of its re-occupation. . . . 

The SOUND-TRACK, too, is used on an effect basis, toning in with 
the music . . . a cry . . . police whistles . . . odd hues of ex- 
cited dialogue ... the clatter of workmen’s tools. . . . 

FADE IN : 

2. EXT. PIMLICO SQUARE. NIGHT. (LOCATION) 

A London square, containing central gardens with iron railings. 
At one end stands a church. 

It is a foggy evening in the late autumn. 

There are only a few scattered street lamps, which give out a very 
dim Ught, being oil lamps. We see occasional passers-by and one 
or two horse-drawn vehicles — such as a hansom cab and a four- 
wheeler — ^pass down the road. 
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We SUPER-IMPOSB the following words : 

PIMLICO SQUARE, LONDON. 

1865 

The words fade out and we then 
CUT to: 

3. EXT. PIMLICO SQUARE. NIGHT. (STUDIO) 

In the background are some of the houses on one side of the Square, 
The camera tracks until it picks up No. 12. It then cranes forward 
to pick up the number in C.S. It then cranes up to the first floor, 
where across the small balcony we see through the curtains of the 
French window some chinks of light. 

DISSOLVE to: 

4. INT. DRAWING ROOM. NIGHT 

We open on a C.S. of an oil lamp with an ornamental shade, standing 
on an occasional table. It throws a pool of light over the table, and 
the old lady who is seated in an upright chair, stabbing short- 
si^tedly at her embroidery frame. The rest of the room is shadowy 
and dark. 

The old lady pulls her chair forward to get the light behind her; 
Lying on the table are her skeins of wool. 

On the sound-track we hear the loud ticking of a grandfather 
clock. 

SOUND: Ticking of clock. 

Suddenly we see a man’s hand steal into picture and pick up a skein 
of wool. 

cut to: 

5. INT. C.S. OLD LADY 

This is a reverse angle. She is back to camera. In the foreground 
the hands come into picture and shp the skein of wool over the old 
lady’s head, twisting it savagely round her throat. . . . 

SOUND: Ticking of clock. 
cut to: 

6. INT. BIG CLOSE-UP OLD LADY’S FACE 

A flash of her terrified eyes . . . her hands claw at the wool round 
her throat. . . . 

SOUND: Ticking of clock. 

On the sound-track we hear the ticking of the clock become dis- 
torted* ... as in her ears. . . . 
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CUT to: 

7. EXT. PIMLICO SQUARE. NIGHT 

A REVELLER swaying uncertainly homewards, steadies himself against 
the doorway of No. 12. On the sound-track we hear a muffled 
choking cry from inside the house. 

SOUND: Choking cry. 

the reveller looks about him and seeing no one is convinced that 
he is hearing things and continues his uncertain path. 

CUT to: 

8. INT. DRAWING ROOM. NIGHT 

SOUND: Ticking of clock. 

Very C.S. the limp crumpled figure of the old lady lying on the 
floor. On her dress we see a large old-fashioned brooch. The man’s 
hands run over the bracelets on her arms, her necklaces; he fingers 
the brooch. He is searching for something. . . . 

We hear the continued ticking of the clock. 

CUT to: 

9. INT. C.S. GRANDFATHER CLOCK 
A flash to show that the time is 10.45. 

SOUND: Ticking of clock. 

DISSOLVE to: 

10. INT. C.S. AN OLD-FASHIONED WORK BASKET 
The hands tip out its contents. 

DISSOLVE to: 

11. INT. C.S. A JEWEL CASE 

We see the hands searching through it. 

DISSOLVE to: 

12. INT. C.S. A CHEST OF DRAWERS 

The hands, more and more fevered in their search, puU open the 
drawers and rummage about in the contents. 

DISSOLVE to: 

13. INT. C.S. A TRUNK 

The hands undo the straps, fumble with the lock-catch, fling it 
down, and start to throw out the garments it contains, 
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DISSOLVE to: 

14. INT. C.S. THE GRANDFATHER CLOCK 

SOUND: Ticking of clock. 

It is now 11.15. The ticking continues monotonously on the sound- 
track. 

DISSOLVE to: 

15. INT. C.S. A CANDLE STANDING ON A WASH-STAND 
The hands are shaking as they light the candle. 

CUT to: 

16. INT. M.S. THE WALL OF THE BEDROOM. NIGHT 

On the wall we see the grotesque shadow of a man tearing the clothes 
off a bed, ripping up the mattress, breaking open a wardrobe, slit- 
ting up the upholstery of a chair, tearing open cushions. 

DISSOLVE to: 

16a. INT. DRAWING ROOM. NIGHT 

VERY C.S. OLD LADY 

Her hand hangs limply over the arm of the chair. A man’s hands 
come into picture, viciously tearing the rings from her fingers, a 
bracelet from the wrist. . . . 

DISSOLVE to: 

17. INT. C.S. GRANDFATHER CLOCK 

SOUND: Ticking of clock. 

It is 7 o’clock. 

CUT to: 

18. EXT. PIMLICO SQUARE. DAY. (STUDIO) 

A dust-cart is standing opposite No. 12 and the dustman is just 
picking up the bin. Suddenly the front door is flung open and an 
elderly servant rushes out screaming. 

SERVANT: Murder! PoHce! 

CUT to: 

19. INT. DRAWING ROOM. DAY 

One of the curtains has been drawn back and the morning sunshine 
is pouring into the room. 

SOUND: Ticking of dock. 

The camera holds the crumpled body of the old lady, then slowly 
PANS round the room, showing a scene of wreckage and desolation; 
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drawers pulled out, cushions slit open, cupboards and desks 
forced. . . . 

CUT to: 

20. EXT. PIMLICO SQUARE. DAY 

The servant has collapsed on the front steps, sobbing. A small 
crowd is rapidly collecting. 

A POLICEMAN pushes his way through the crowd and comes up to 
the servant. 

POLICEMAN: What’s the trouble? 

SERVANT: My mistress . . . strangled. . . . 

The POUCEMAN blows his whistle and dashes into the house. 

DISSOLVE to: 

21. Very short montage of newspapers of the period, superimposed 
upon shots of the police examining the house and its ransacked 
contents. 

The newspapers zoom forward until we can read the headlines: 
''MURDER FOR THE BARLOW RUBIES" 

"UNKNOWN MURDERER BELIEVED TO HAVE 
ESCAPED WITH THE BARLOW RUBIES" 

22 and 23 (OUT). 

DISSOLVE to: 

24. EXT. PIMLICO SQUARE. DAY 

Workman have just completed fixing a brand-new notice-board, 
bearing the words: 

THIS DESIRABLE RESIDENCE TO BE SOLD 
CUT to: 

24a. ext. gardens PIMLICO SQUARE. DAY 

We are shooting from the gardens throu^ the iron railings. In the 
background we see the workmen fixing the TO let Board on No. 12. 
In the foreground two gardeners are planting a young tree some 3-ft. 
hi^. The first gardener looks at the notice-board and grunts to his 
companion. 

1st GARDENER: Don’t see no one takin’ that house yet-a- 
while. 

They resume their work, the camera tracks up to the small tree. 
DISSOLVE to: 

25. C.S. THE TREE. DAY . 

It is now some 15 to 20 ft. high; obviously, many years have passed. 
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CUT to: 

26. EXT. No. 12, PIMLICO SQUARE. DAY 

The TO LET board has fallen sideways, rotten and decayed. The paint 
is weather-beaten. 

The house has clearly been untenanted for years. Dead leaves from 
the trees in the square, waste-paper and heaps of dust litter the top 
step and are piled against the door. 

CUT to: 

27. EXT. C.S. THE FRENCH WINDOWS ON THE BALCONY. 
DAY 

The glass is bespattered and grimy. One of the panes is cracked 
right across. Shreds of a rotten sunblind blow to and fro in the 
breeze. 
dissolve to: 

28. THE SAME SHOT 

The rotting sunblind has gone. The broken pane has been removed 
and hands are re-glazing the frame. 

CUT to: 

29. EXT. PIMLICO SQUARE. DAY 

A workman, whistling gaily, is removing the notice-board. 
SOUND: Workmen whistling. 

Another man is sweeping down the front steps. Two painters in 
white coats approach the house and start to set up their ladders. 

DISSOLVE to: 

30. INT. UPPER LANDING. DAY 

A wooden partition has been built, shutting off the upper storeys 
of the house. Two carpenters fix it into position. 

A paper-hanger comes into picture and proceeds to paper the par- 
tition to match the walls of the landing. 

CUT to: 

31. INT. DRAWING ROOM. DAY 

It is empty of furniture but has been freshly papered and painted. 
Two men are fixing gas brackets. 
cut to: 

32. EXT. PIMLICO SQUARE. DAY 

A furniture van is drawn up outside No, 12. A small crowd of 
passers-by, errand boys, etc., has collected to watch the men as they 
start to carry the furniture into the house. 
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DISSOLVE to: 

33. INT. DRAWING ROOM, DAY 

The room is now fully furnished. It is a typical middle-class drawing 
room of the late 1880’s — ^to our eyes overcrowded with furniture, 
sombre and unwelcoming, in its pompous and dreary formality. 

Before the fireplace a maid is kneeling, hastily lighting the fire. 
This is NANCY, young and pretty. Another maid, Elizabeth, hurries 
into the room. She is middle-aged and homely. 

ELIZABETH: Hurry, they’re coming. I saw the cab down 
the Square. 

She hurries out again, nancy feverishly finishes lighting the fire, gets 
to her feet and runs to the window, camera tracking with her till 
it holds her in closer shot, as she looks down in excitement into 
the street. 

cut to: 

34. EXT. PIMLICO SQUARE. DAY 

We are shooting downwards from nancy’s angle. 

We see a four-wheeler laden with luggage stop at the door. Out of 
it get MALLEN and MRS. mallen. 

CUT to: 

34a. ext. PIMLICO SQUARE. DAY. TWO-SHOT THE 
MALLENS 

MALLEN is a handsome well-dressed man in the early forties, with 
moustache t rimm ed in the fashion of the period. 

MRS. MALLEN is considerably younger than her husband, a charming, 
sensitive girl, whose appearance suggests she is delicate in health. 
There is excited triumph in mallen’s upturned face, while his wife 
gazes at the house with anticipation shadowed by fear. 

CAMERA PANS as they approach the house, and as they enter the 
porch, the door is opened by Elizabeth, who drops a flustered 
curtsey. 

As he gallantly offers his arm and leads her into their new home, we 
DISSOLVE to: 

35. EXT. CHURCH PORCH. DAY. (STUDIO) 

SOUND: Church bells. 

It is a fine sunny morning, and on the sound-track we hear the bells 
pealing as the congregation come out into the Squwe. They gather 
in little groups to discuss the sermon. No actual lines of dialogue 
are heard; it is a general buzz of conversation, tuning in with the 
background music. 
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Suddenly the voices drop and all eyes are fixed on MR. and mrs. 
MALLEN, who emerge from the church, followed at a discreet dis- 
tance by their two maids, Elizabeth and nancy. 

In spite of the interest they are causing, the mallens thread their 
way through the gossiping groups without speaking to anyone, or 
being spoken to; they have not yet become acquainted with any of 
their neighbours. 

CUT to; 

36. EXT. C.S. MR. & MRS. MALLEN. DAY 

As they reach the edge of the church porch, MRS. mallen stops to 
hand her prayer book to Elizabeth to carry. 

During the pause that results, we hear on the sound track whispered 
comments, as do the mallens, as we see from their eyes, although 
they pretend to have heard nothing. 

MAN’S VOICE: Those are the Mallens from No. 12. 

WOMAN’S VOICE: They look quite presentable, though I 
hear she’s very delicate. 

They pause for mrs. mallen to gather up her skirts. 

CUT to: 

37. EXT. CHURCH PORCH. DAY. LONGER SHOT 

The MALLENS are advancing to the edge of the pavement Elizabeth 
is Staring primly in front of her, but nancy is glancing slyly round, 
looking for someone. 

WOMAN’S VOICE: Only two maids? 

ELIZABETH’S mouth sets grimly but seeing that her employers have 
stopped, she and nancy also pause, nancy’s eye has now found a 
bUlet. She begins to smile. At this moment, a horse-bus (or cab) 
comes across the scene, and the mallens pause to let it pass. 

cut to: 

38. EXT. CHURCH PORCH. DAY 

The man who is attracting nancy’s eye— booker, rough’s clerk. 
He is dressed up in his Sunday best, but still conveys a horsey 
appearance. 

He grins back and winks. Behind him stands rough — a burly, thick- 
set, middle-aged man. He taps booker on the arm. 

ROUGH: There’s our bus. 

He stares automatically in the direction in which booker is looking, 
and for the first time notices the mallens. 

192 



APPENDIX I 


CUT to: 

39. EXT. ROADWAY. CHURCH IN BACKGROUND. DAY 
We are now shooting on the church behind us. The bus has stopped, 
blocking the roadway, and they still wait on the edge of the pave- 
ment. 

BOOKER and rough come into picture, going towards the outside 
staircase of the bus. On the sound-track we hear a man’s voice 
doubtfully — 

MAN’S VOICE (doubtfully): No one seems to know any- 
thing about them. He’s a foreigner. 

WOMAN’S VOICE (surprised): But he looks most respect- 
able. 

Before the bus jerks forward, camera pauses to hold rough in a 
closer shot, staring at the mallens with puzzled expression. As the 
bus moves away, his eyes still follow their progress. 

CUT to: 

40. L.S. EXT. PIMLICO SQUARE. DAY 

As though shooting from the top of the bus, camera dollies back 
to show the mallens cross the narrow street and proceed along the 
top of the Square, entering the porch No. 14. 

FADE OUT. 


FOOTNOTE 

Examination of the completed film shows that Thorold Dickin- 
son made several changes to this section of the script in the course 
of shooting. For example, Scene 2 (using “scene” here in the script- 
writer’s sense) is omitted, and the film opens instead with a gas-jet 
lighting up in one comer of the screen to illuminate a name-plaque 
bearing the words “PIMLICO SQUARE” set in a wall; the camera 
pans to the left to show the square and then continues its movement 
as described in Scene 3 above. There follows a dissolve to a close-up 
of a sampler being embroidered with the words “Alice Barlow, 
1865,” and then a cut to Scene 4 in the original script, showing the 
old lady at work on the sampler. In this way the somewhat naive 
device of the superimposed title is avoided, and all necessary in- 
formation incorporated in the action. The ticking of the clock is 
omitted, and only music suggesting prolonged suspense, and eventu- 
ally violence, is used. The servant’s scream is first heard, not in 
Scene 18, but in Scene 17 (the close-shot of the clock) and the first 
part of Scene 18 is omitted, so that 17 cuts immediately to a shot 
of the servant rushing from the doorway; this change ti^tens up 
the action, and might weU have been made in the editing stage. 
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‘‘A” CERTIFICATE (n.). Certificate awarded by the British Board 
of Fihn Censors to a film to denote that it may not be seen by 
children under 16 unaccompanied by a parent or ^ardian. 

“A” PICTURE (n.). 1. Film designed by its producer to be shown as 
a first feature in a commercial cinema programme. 2. Film which 
has been given an “A” Certificate by the British Board of Film 
Censors. 

ABSOLUTE FILM (n.). Film of moving visual patterns having no 
representational significance. 

ABSTRACT FILM (n.). Film in which the relationship between the 
shots is entirely formal and non-representational; an absolute film 

(q.v.). 

ACCELERATED MOTION (n.). Means whereby movement in a 
shot is represented as taking place at a greater speed than it did in 
reality; the opposite of slow motion (q.v.). 

ACETATE (n). Abbr. for Amyl Acetate', hence, film cement; (adj.) 
made of cellulose acetate (q.v.). 

ACETIC ACID (n). Colourless corrosive liquid with pungent smell 
used as an ingredient in the cement for joining acetate film. 

ACETONE (n.). Colourless liquid solvent with pleasant smell, used 
as one of the constituents of film cement. 

ACTION NEGATIVE (n.). See Mute Negative. 

ACTION STILL (n.). Still of a scene as it actually appears in the 
completed film (to be distinguished from Art Still and Production 
Still). 

^AcTION-THEME (n.). Central action of a fiction film expressed in 
the briefest possible form. 

ACTUALITY (n.). Recording of an actual event without acting, 
special posing or reconstruction. 

ADAPT (v.). To alter a story, novel or play for the purpose of 
filming. 

ADDITIVE PROCESS (n.). Any process of colour cinematography 
dependent on two or more basic colours being juxtaposed on the 
film in such a way that when projected they mingle in various pro- 
portions on the screen. 

ADULT CERTinCATE (n.). See “A” Certificate. 
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AMPLITUDE (n.)- Characteristic of a sound-wave which deter- 
mines its loudness. 

AMYL ACETATE (n.). Liquid with smell of pear-drops used as a 
constituent of film cement. 

ANAGLYPH (n.). Two pictures of a stereoscopic p^, each printed 
in a colotir complementary to the other, and superimposed on the 
same photographic print, so that when viewed through a pair of 
spectacles with one eyepiece of the one complementary colour £md 
the other of the other (the anaglyphoscope) the pictures combine 
to give a three-dimensional appearance. 

ANGLE (n.). See Camera Angle. 

y ANIMATE (v.). To arrange and photograph static drawings or 
objects so that when the photographs are shown cinematographically 
they will produce the illusion of movement. 

ANIMATOR (n.). Artist who makes the separate drawings neces- 
sary to give the appearance of movement to any part of a cartoon 
or diagram film. 

APERTURE (n.). Opening in front of camera through which li^t 
passes to the sensitive negative film; the size of such opening expressed 
as a fraction of the focal length of the lens being used. 

ARC [LAMP] (n.). High-powered source of illumination used for 
projectors and studio lights, consisting of a luminous electrical dis- 
charge across a gap between two carbon rods. 

-'ART DIRECTOR (n.). Technician responsible for designing and 
supervising the construction of the studio sets and (sometimes) the 
costumes for a film. 

ART STILL (n.). Specially posed portrait photograph of a film 
actor. 

'-'ASSEMBLE (v.). To carry out the first process in film editing, 
namely, to collect together the required shots and join them in 
correct order, thus producing what is known as the rough-cut. 

ASSISTANT DIRECTOR (n.). Director’s factotum who is respon- 
sible for the smooth running of the detailed arrangements associated 
with shooting. 

" ASSOCIATE PRODUCER (n.). Assistant to whom the cMef pro- 
ducer of a large studio entrusts the production of a certain film or 
films to be made by that studio. 

“B” PICTURE (n.). Film designed by its producer to serve as a 
second or supporting feature in a commercial cinema programme. 

BABY SPOTLIGHT (n.). Small type of spotlight used in studio 
lighting. 
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BACK LIGHTING (n.). Lighting directed on to the subject of a shot 
from a point behind it (the front being regarded as the side facing 
the camera). 

BACK PROJECTION (n.). Projection of a film on to a translucent 
screen from a projector behind the screen (the front being defined 
as the surface facing the spectator). This method is used (a) in the 
course of production, to provide a moving background for actors 
working in the studio; (b) in ordinary cinemas where for any reason 
normal front projection is not possible; (c) in school classrooms 
and lecture rooms as a method of daylight projection, in which case 
it is frequently described as ‘‘rear projection.’’ 

BACKGROUND FILM (n.). Type of educational film which can 
help to provide students with a general background of knowledge 
of a given subject, as distinct from a classroom or lesson film, treat- 
ing its subject more didactically. 

BACKGROUND MUSIC (n.). Subdued music accompanying 
speech, dialogue or other recorded sound. 

BACKING (n.). Any flat background either in the form of a large 
photograph or painting, or quite plain, in front of which actors are 
filmed. 

BASE (n.). See Support. 

BEATER MOVEMENT (n.). Action by which a film is puUed 
throng the gate of the projector by means of a roller beating down 
intermittently on the lower loop, instead of by means of a claw 
engaging the sprocket holes. 

BIG CLOSE-UP (n.). Shot taken with the camera nearer (or appar- 
ently nearer) to the subject than wouLd be necessary for a close-up; 
in relation to a human subject, a shot of part of the face only. 

BLIMP (n.). Sound-proof cover in which the camera is enclosed 
to prevent the noise of its mechanism from being picked up by the 
recording microphone during shooting. 

BLIND BOOKING (n.). Booking of a film for e^iibition before it 
has been made or shown to the film trade. 

BLOCK BOOKING (n.). Booking of a film or films on conditions 
which require the exhibitor at tiie same time to book other films, 
usually of inferior quality. 

BLOOP (n.). Small opaque patch over a splice in a positive sound- 
track designed to smother any intrusive noise which the splice might 
otherwise produce. (The bloop may be produced by painting it on 
to the positive track, by cementing on a specially prepared blooping 
patch, by punching a triangular hole in the negative from which the 
positive is to be printed or by fogging the film during printing.) 

BLOW UP (v.). To make a standard 35-mm. film by enlargement 
from a substandard original; the opposite of Reduce. 
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BLURB (n.). Fulsome praise of a film prepared for purposes of 
publicity. 

BOOKING (n.). Arrangement between a renter and an exhibitor, 
whereby the renter undertakes to hire a film or films to the exhibitor 
on an agreed date and for an agreed period. 

BOOKING CONTRACT (n.). Statement of the details of a booking 
and of its terms and conditions which, when signed by exhibitor 
and renter, legalises the booking agreement so made between them. 
‘BOOM (n.). Crane-like device for suspending the r^rding micro- 
phone in mid-air and moving it from one position to another 
during shooting. 

BOOTH (n.). Soimd-proof cabin designed to house the sound 
recordist and his apparatus. 

• BREAKDOWN (n.). Analysis of film script in terms of materials, 
personnel, time, etc., prepared for costing purposes. 

BRIDGING SHOT (n.). Shot inserted in the editing of a scene to 
cover a jump in time or other break in continuity. 

BRIDGING TITLE (n.). See Continuity Title. 

BROAD[SIDE] (n.). Floodlight used to iUuminate a studio set. 

^ BUCKLING (n.). Curling and unevenness found in a film which 
has been exposed to excessive strain or heat, or which has shrunk 
unevenly. 

CAMERA (n.). Apparatus for securing photographic images on 
cinematograph film. 

CAMERA ANGLE (n.). Angle of view subtended at the lens by 
the portion of the subject included within the picture area; camera 
vievfpoint (q.v.). 

t CAMERAMAN (n.). Technician responsible for the lifting and 
photography of a film. 

CAMERA VIEWPOINT (n.). Position of camera in relation to the 
subject being photographed, especially as compared with the view 
of a person seeing it from a normal distance at eye-level (e.g., low 
viewpoint, hi^ viewpoint, distant viewpoint, etc.); see also Set-up. 

CARTOON FILM (n.). Film of animated drawings. 

CAST (n.). All the actors appearing in a film; a list of the actors or 
principal actors. 

CASTING DIRECTOR (n.). Official in a studio responsible for 
maintaining records of actors who might be suitable for parts in the 
studio’s films. 

CEL[L] (n.). Rectangdar sheet of transparent celluloid carrying 
one section of a drawing required in the making of an animated 
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cartoon, the complete drawing usually being composed of several 
such cells placed one on top of the other, each of which can be 
replaced by its successor independently of the others. ^ 

CELLULOID (n.). See Cellulose Nitrate, 

/ CELLULOSE ACETATE (n.). Flexible transparent plastic some- 
times used in the making of cinematograph film, and invariably 
used for aU sub-standard film, because of its slow combustibility. 

^CELLULOSE NITRATE (n.). Flexible transparent plastic, known 
also as celluloid, used almost exclusively for the manufacture of 
standard cinematograph film, despite its high inflammability, be- 
cause of its resistance to wear and tear. 

CEMENT (n.). Cellulose solvent used for joining cinematograph 
film. (Cement for nitrate film may be made by mixing 2 parts of 
amyl acetate with 3 parts of acetone; for acetate film, 2 parts of 
glacial acetic acid are added.) 

CENSOR (n.). OflScial who examines films to suppress what he 
considers to be immoral, seditious or otherwise imfit for public 
exhibition. 

CHANNEL (n.). See Sound Channel 

CHANGE-OVER (n.). Transition made from one reel on one pro- 
jector to the next reel on a second projector during the continuous 
projection of a multi-reel fiOlm programme. 

CHANGE-OVER CUE (n.). Small spot or other mark made in the 
top right-hand comer of certain frames near the end of a reel to 
give the projectionist a signal for the change-over. 

‘^CHEAT SHOT (n.). Shot in which part of the subject or action is 
excluded from view in order to make the part which is recorded 
appear different from what it actually is (e.g., the shot of a man 
falling from the top of a building into a net spread six feet below, 
but with the net out of view in order to suggest that he has fallen 
a great distance). 

CINEMA (n.). Building or hall specially designed for the showing 
of films to the public; the production and exhibition of films in 
general. 

CINEMA MANAGER (n.). Person responsible for management of 
cinema. 

CINE-MAGAZINE (n.). Short fiObn composed of several diverse 
items of topical or general interest, after the manner of a printed 
magazine. 

CINEMAGOER (n.). One who attends cinemas regularly. 
/CINEMATOGRAPH PROJECTOR (n.). Device for producing the 
illusion of moving pictures by the projection on to a screen in rapid 
succession of a series of static photographs carried on a perforated 
ribbon of transparent material. 

201 



THE ART OF THE FILM 

CIRCUIT (n.). Group of cinemas owned by one company. 

/- CLAPPER (n.) Pair of boards hinged at one end which are banged 
together in view of the camera at the beginning of a take to enable 
the sound cutting-print and the picture cutting-print to be syn- 
chronised in eating. (The bang appears as a pronounced fluctuation 
in the sound-track, and this is related to the first frame in the picture 
print showing the boards in contact. The clapper is frequently a 
part of the number-board.) 

CLAPPER-BOY (n.). Junior technician who works the clapper. 
CLAW (n.). Tongue of metal linked with the intermittent of camera 
or projector which engages with the perforations in the film and puUs 
it through the gate so as to withdraw one frame from the gate aper- 
ture and move the next one into it. 

CLOSE MEDIUM SHOT (n.). Shot between a close-up and a 
medium shot; of a human subject, from knees to head. 

CLOSE-UP (n.). Shot taken with the camera actually or apparently 
very close to the subject; in relation to a human subject, a shot of 
the face only. 

COLOUR FILTER (n.). Transparent coloured glass placed in front 
of the camera lens to alter the tone relationships of a picture. 
COMBINED PRINT (n.). Positive print of a fito carrying both 
sound and picture. 

COMMENTARY (n.). Descriptive talk accompanying a film. 

CONDENSER (n.). 1 (Electrical). Device for holding or “storing” 
static electricify used in sdpnd recording and reproducing equipment. 
2 (Optical). Lens or system of lenses designed to concentrate rays of 
light from a luminant on to a given object as, for example, in a film 
projector to concentrate light on the film frame to be projected, or 
in a studio spotlight for concentrating light on the area to be 
illuminated. 

CONSOLE (n.). Form of re-recording apparatus. 

CONTINUITY (n.). Smoothness of transition from one part of a 
film to the next; the carrying of the spectator’s attention from one 
shot to another without any displeasing breaks or discrepancies. 

CONTINUITY GIRL (n.). Technician responsible for recording the 
details of every take during shooting in order to ensure that no dis- 
crepancies occur to disturb continuity when the shots are joined 
together in their proper order. 

CONTINUITY TITLE (n.). Title designed to bridge a break in the 
pictorial continuity. 

CONTRAST (n.). Range of the tonal scale between the darkest and 
lightest parts of a photograph, it being said to have high contrast 
when this range is restricted, with very few half-tones, and low 
contrast when it is very wide, with a great number of half-tones. 

202 



APPENDIX III 


CRANE SHOT (u.). Moving shot taken by the camera on a 
specially constructed crane. 

CREDIT TITLE (n.). Title placed normally at the beginning of a 
film, but sometimes at the end, recording the name or names of 
players, technicians or organisations concerned in its production. 

CREEPING TITLE (n.). Title which moves slowly upwards on the 
screen as it is being read. 

CROSS-CUT (v.). To intermingle the shots of two or more scenes 
Mn the course of editing so that fra^ents of each scene will be 
presented to the spectator’s attention alternately (see Parallel 
Development), 

CROWD ARTIST (n.). Person who is hired by the day to appear 
as one of a group or crowd in a film. 

xCUT 1. (n.). Transition between two shots linked together by a 
simple join, giving the impression during projection that the first 
shot is suddenly and instantaneously displaced by the second. 2. 
(v.). To trim and join shots together in the process of editing, hence 
often used synonymously with edit (q.v.); to terminate a shot, as 
when used in the imperative tense as an instruction by director to 
cameraman to stop liie camera at the end of a take. 

CUTTER (n.). Technician who carries out the more mechanical 
operations of editing, especially the trimming and joining of the film 
pieces. 

CUTTING-PRINT (n.). The particular positive print which the 
editor assembles and on which he works. 

CYCLIC FILM (n.). Short educational or demonstration film hav- 
ing its ends joined together in the form of an endless band, which 
can be run uninterruptedly through a projector to give a continuous 
repetition of its subject. 

DAILIES (pi. n.). See Rushes. 

DAYLIGHT PROJECTION (n.). Projection of films in daylight 
instead of in a darkened auditorium, usually achieved by back- 
projection on to a translucent screen. 

DEPTH OF FOCUS (n.). Extent to which a lens will clearly focus 
near and distant objects at the same time. 

DEVELOP (n.). To bring out the latent photographic image on 
exposed film by treating it with certain chemicals which reduce the 
silver salts affected by light to metallic silver; this appears as a black 
deposit. 

DIAGRAM FILM (n.). Film of animated diagrams. 

DIFFERENTIAL FOCUS (n.). Method by which main item of 
interest in a shot is photographed in sharp focus, the remainder of 
the subject being out of focus. 
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DIFFUSER (n.). Screen made of silk, gelatin, frosted glass or other 
suitable material which is placed in front of a studio lamp to soften 
and diffuse its light; siroilar device placed in front of camera lens 
to soften the outline of the picture. 

DIFFUSION DISC (n.). See Diffuser. 

DISSOLVE (n.). See Mix. 

DISTANCE SHOT (n.). Shot of a subject actually or apparently at 
a great distance from the camera. 

DISTRIBUTOR (n.). See Renter. 

DIRECTOR (n.). In the narrowest sense, the technician responsible 
for the shooting of a film, including supervision of the work of 
actors, cameramen, etc., but because this also normally involves 
co-operation with script-writers and editor, the director usually 
becomes the dominant creative mind in the production unit, and the 
individual most responsible for the character and success of the 
completed film. 

DIRECTOR OF PHOTOGRAPHY (n.). Title sometimes conferred 
on the chief cameraman. 

DOCUMENTARY (n.). Type of non-fiction film utilising material, 
either actual or reconstructed, drawn from real life, and based on a 
sociological theme or having a sociological reference. 

DOLLY (n.). Vehicle on which camera and cameraman can be 
wheeled about during the taking of a shot. 

DOLLY SHOT (n.). Shot taken while the camera is in motion on 
a truck or doUy. 

DOUBLE (n.). One employed to substitute for a film actor in 
scenes of exceptional risk or danger. 

DOUBLE FEATURE PROGRAMME (n.). Programme containing 
two feature films . 

DUB (n.). To re-record the sound-track of a film, substituting for 
the speech of the language originally used a spoken translation in 
some other language; to re-record (q.v.). 

toUNNING PROCESS (n>). Device for combining the performance 
of an actor in a studio with a background filmed elsewhere. (A 
yellow-toned positive print of the background scene is threaded 
into tiie camera in front of a panchromatic negative, and the actors, 
lit with a yellow light, perform in front of a brightly-lit purple-blue 
backing; since the blue is complementary to the yellow, wherever 
blue light from the backing meets the yellow-toned film, it is ab- 
sorbed in proportion to the density of the yellow, and a print of the 
yellow image is thus recorded in reverse on the negative; wherever 
the actors move in front of the backing, however, they prevent blue 
light from reaching the film, their own yeUow-lit figures recording 
in its place.) 
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DUPE (v.). To print a duplicate negative from an existing positive. 

DUPE NEGATIVE (n.). Negative of a film wHcli is not the original 
negative; negative made from a positive print. 

DUPING PRINT (n.). Special soft print (lavender or fine grain) 
made from an original negative so that a dupe negative can sub- 
sequently be made from it. 

/EDIT (v.). To assemble a complete film from its various component 
shots and sound tracks. 

EDITOLA (n.). Trade-name of instrument designed for same pur- 
pose as Moviola (q.v.). 

EFFECTS TRACK (n.). Sound-track of sound effects other than 
speech and music. 

EMULSION (n.). Gelatin, containing silver bromide or silver 
chloride in suspension, with which cinematograph film is coated in 
order to make it sensitive to the action of light. 

.ESTABLISHING SHOT (n.). Long shot introduced at the begin- 
ning of a scene to establish the inter-relationship of details to be 
shown subsequently in nearer shots. 

EXCITER LAMP (n.). Lamp in sound-head of projector which 
shines throu^ the sound-track on to the photo-electric cell. 

EXHIBITOR (n.). One who arranges the showing of films to the 
public; owner of a cinema or cinema circuit. 

EXPOSE (v.). To uncover light-sensitive film to the action of light. 

EXPOSURE (n.). Length of time a single frame of film in the 
camera is exposed to the action of H^t in shooting. . 

EXPOSURE METER (n.). Instrument for gauging the amount of 
exposure to be given to a film to secure the best result under any 
given lighting conditions. 

EXTERIOR (n.). Representation of an outdoor scene. 

EXTRA (n.). Actor hired by the day to appear in a film, who has 
no lines to speak. 

FADER (n.). Device to enable the projectionist to control the volmne 
of sound reproduction of his projectors. 

FADE-IN 1. (n.). Beginning of a shot which starts in darkness and 
gradually lightens up to full brightness. 2. (v.). To bring up soimd 
volume gradually from inaudibility to full strength. 

FADE-OUT (n. and v.). Opposite of Fade-in. 

FAN (n.). Uncritical enthusiast. 

FEATURE FILM (n.). Film of 3,000 feet (of standard film) or more 
in length. 
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FEATURE PLAYER (n.). Actor contracted by studio for a week 
at the miidmiun. 

FEED SPOOL (n.). Spool from which film is fed into the mechanism 
of a film projector. 

FILL-UP (n.). Film added to a programme merely to fill it out to a 
desired length. 

FILM. 1 (n.). Perforated ribbon of celluloid or other transparent 
flexible material, coated with photographic emulsion, which is used 
in cinematography; a complete cinematographic production; the 
art of representation in the medium of cinematography. 2. (v.t. and 
i.). To make a fiOfin (of); to shoot. 

FILM APPRECIATION (n.). Encouragement and development of 
criticism and discrimination among filmgoers, especially by organised 
courses of instruction. 

FILMGOER (n.). See Cinemagoer. 

FILM SOCIETY (n.). Private society formed for the purpose of 
enabling its members to see films not generally shown in the com- 
mercial cinema. 

FILTER (n.). See Colour Filter. 

FINE-GRAIN PRINT (n.). See Duping Print. 

FIRST FEATURE (n.). More important feature film in a double- 
feature programme, the other being known as the second feature. 

FIRST-RUN CINEMA (n.). Cinema which can afford to have the 
first showing of a film on its general release. (When a film has 
circulated in the first-run cinemas it goes to the second-run and then 
to the third-run, the hiring terms being reduced at each stage.) 

FIX (v.). To render that portion of sensitised film which has not 
been affected by light during exposure insensitive to further exposure 
after developing, usually by immersion in a solution of “hj^o” 
(sodium thiosulphate); the hypo reacts with the unaffected silver 
bromide to produce a soluble double salt, silver sodium thiosidphate, 
which then has to be washed away. 

FLASHBACK (n.). Repetition in a film of a brief extract from an 
earlier scene, either as a reminder to the audience or to indicate the 
recollection of one of the characters. 

FLICKER (n.). Any disturbance of the smooth and steady move- 
ment of a cinematograph picture on the screen. 

FLOOR (n.). Part of studio where shooting is in progress. 

FLOOR-SECRETARY (n.). Continuity girl (q.v.). 

FOCAL LENGTH (n.). Distance from the optical centre of a lens 
to the principal focus. 
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FOCUS (v.). To adjust a lens so that it produces a sharply defined 
image, e.g., oh the negative film in the case of a camera, or on the 
screen in the case of a projector, such an image being then 
described as in focus. 

FOCUS PULLER (n.). Member of the camera crew responsible for 
adjusting the camera lens. 

FOLLOW-FOCUS (n.). Device for keeping the lens of a camera in 
focus as the camera is moved towards, or away from, the subject. 

FOOTAGE (n.). Length of a film measured in feet. 

FOREGROUND MINIATURE (n.). Miniature model of part of 
a studio set used for purposes of economy when it is not essential 
for the whole set to be constracted full-size, the model being placed 
at a short distance in front of the camera in such a position that it 
win appear to be in the same scale as the more distant full-size 
portion of the set, and to merge with it to form a complete whole. 

'TRAME (n.). One single treinsparent photograph of the series 
printed on a length of cinematograph film , (^en the film is so 
adjusted in the projector that each frame is moved exactly into the 
projector aperture, it is said to be in frame). 

FRAME-LINE (n.). Dividing line which separates one frame from 
the next. 

FREQUENCY (n.). Number of vibrations per second which will 
produce a sound of a given musical pitch. 

FULL SHOT (n.). Close medium shot (q.v.). 

GAFFER (n.). Chief electrician. 

GAG (n.). Joke or comic action or situation inserted into a film. 

GATE (n.). That part of camera or projector in which each frame is 
held during exposure or projection. 

GENERAL RELEASE (n.). Release of a film for distribution to 
dnemas in general. 

GHOST (n.). See Travel Ghost. 

GLASS SHOT (n.). Shot of action in a setting only part of which 
is constructed full-size, the remainder being painted or photo- 
^aphed in miniature on a sheet of glass suspended a short distant 
in front of the camera in such a position that the miniature will 
appear to be in the same scale as, and to merge with, the more 
distant fiill-sLze set seen throu^ the clear part of the glass. 

GOBO (n.). Black adjustable screpn used to keep rays of light from 
camera. 

GRAIN (n.). Particles of silver salts held in suspension m photo- 
graphic em^ion. 
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I' GREEN FILM (n.)- Filoi immediately after it has been printed and 
processed, and which has not been waxed or otherwise treated, or 
run on a projector. 

GROUND NOISE (n.). Noise reproduced throu^ the loud speakers 
due to the interruption of the sound reproducing beam by grain, 
scratches, dust, etc., on the film; the residual noise of a sound 
amplifying system when no sound is being picked up from a sound- 
track; see also Unmodulated Track. 

.GUIDE-TRACK (n.) Sound-track recorded during shooting not 
for use in the finished film, but as a guide in post-synchronisation 
(q.v.). 

“H” CERTIFICATE (n.). Special certificate attached by the British 
Board of Film Censors to horrific films (q.v.). 

HALATION (n.). Spread of the light parts of the photographic 
image due to reflection or dispersal of light. 

HORRIFIC FILM (n.). Extreme type of horror film. 

HORROR FILM (n.). Fiction film designed to play on the emotions 
of horror and terror. 


IMPRESSIONISM (n.). Building up of a general impression in a 
film by joining together a series of shots of subjects which in actu- 
ality are disconnected in space or time or both. 

INCANDESCENT LAMP (n.). Lamp consisting of a wire filament 
supported in a vacuum or a gas within an hermetically sealed glass 
bidb, so that the filament when heated by an electric current glows 
with intense brightness. 

INFRA-RED (adj.). Relating to electro-magnetic rays similar to 
those of light but of comparatively long wavelength lying beyond 
the red portion of the spectrum, and therefore invisible. (Infra-red 
photography can be used to photograph objects through mist or 
cloud, or in a darkened room.) 

INKIE (n.). Abbr. for Incandescent Jjmp. 

INTERCUT (v.). See Cross-cut, 

INTEREST FILM (n.). Film which deals with a non-fictional 
subject in a popular manner. 

INTERIOR (n.). Set representing the interior of a room or building; 
a shot or scene taken on such a set. 

lOTERMITTENT MOVEMENT (n.). Mechanism in film camera, 
printer or projector, whereby the frames on a length of film are 
successively brought into position for exposure or illumination, held 
there the necessary length of time, and then moved on again; the 
jerky movement thus imparted to the film. 
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JUMP CUT (q.)- Cut which breaks continuity of time by jumping 
' forward from one part of an action to another obviously separated 
from the first by an interval of time. 

JOIN (v. and n.). See Splice. 

KINEMATOGRAPH (n.). Alt. form of Cinematograph. 

KINETOSCOPE (n.). Peep-show machine for showing moving 
photographs carried on an endless band of perforated celluloid film 
50 feet in length, invented by Thomas Edison in 1891, and the direct 
source of all commercially successful developments of the cine- 
matograph. 

LABORATORY (n.). Place where cinematograph film is processed 
and printed. 

LAP-DISSOLVE (n.). See Mix (optical). 

LAVENDER PRINT (n.). See Duping Print. 

LEAD, LEADER, LEADER STRIP (n.). Length of film joined to 
the beginning of a reel for threading through the camera, projector, 
etc. 

LENS (n.). Transparent refracting medium, usually glass, bpunded 
by two surfaces, one curved, and the other flat or curved, for con- 
centrating or dispersing light rays according to certain optical laws. 

LENS TURRET (n.). Revolving device on camera carrying two or 
more lenses, any one of which can quickly be turned into position 
for shooting. , 

LIBRARY SHOT (n.). Shot used in a film , but not recorded specially 
for it; shot taken from a library or store of shots kept in the hope 
that they may at some time be useful. 

LICENCE (n.). Permit which every cinema is obliged under the 
Cinematograph Act of 1909 to obtain annually from the local 
authority; permit which every renter of films for public exhibition 
is obliged, under the F ilms Act of 1938, to obtain from the Board 
of Trade. 

LOAD (v.). To place a roll of imexposed film into a camera ready 
for shooting. 

LOADER BOY (n.). Member of camera crew responsible for load- 
ing the camera. 

LOCATION (n.). Any place away from the studio where shots for 
a film are taken. 

^LONG SHOT (n.). Shot actually or apparently taken with the 
camera a considerable distance away from the subject. 

LOOP (n.). Bend of slack film left above and below the gate in 
threading a film camera or projector in order to prevent the inter- 
mittent action straining and tearing the film. 

209 



THE ART OF THE FILM 
LOOP-FILM (n.)- See Cyclic Film. 

LOT (n.). Piece of land outside or near the studio bidding, and 
belonging to the studio, wtuch can be used for shooting. 

MAGAZINE (n.). Box or container in cinematograph camera or 
projector for holding the roll or spool of film. 

MAIN TITLE (n.). Title at the beginning of a film which gives its 
name. 

MANAGER (n.). See Cinema Manager, Studio Manager. 
MARRIED PRINT (n.). See Combined Print. 

MASK (n.). Shield placed before a camera lens to cut off some 
portion of the camera’s field of view. (An example is the mask which 
covers the whole field of view save for an apertiure in the shape of 
a keyhole or telescope eye-piece or the like.) 

MASTER SHOT (n.). Single shot occasionally taken of an entire 
piece of dramatic action in order to facilitate the assembly of the 
component shots of which it will finally be composed. 

MATT ^n.). See Travelling Matt. 

MEDIUM SHOT (n.). Shot taken with the camera apparently 
nearer to the subject than for a long shot, but not so near as for a 
close-up; in relation to the human subject a shot of the human 
figure from the knees upwards. 

MICROHLM (n.). Film used for recording printed or written 
documents, successive pages of the original being photographed on 
successive frames of the film , so that the frames can subsequently 
be projected one by one for perusal. 

MICROPHONE (n.). Instrument for picking up sound vibrations 
and converting them into electrical impulses, used in sound-film 
recording. 

MID-SHOT (n.). See Medium Shot. 

MINIATURE SHOT (n.). See Model Shot, Foreground Miniature. 

MIX (v. and n.). 1 (Optical). Gradual merging of the end of one 
shot into the beginning of the next, produced by the super- 
imposition of a fade-out on to a fade-in of equal length. 2 (Sound). 
To combine the sounds of several sound-tracks for the purpose of 
re-recording them on to a new track. 

MIXER (n.) One who mixes sound-tracks for the purpose of re- 
recording; the apparatus on which sound-tracks are mixed. 

MODEL (n.). Miniature replica of a film set made by the art depart- 
ment for purposes of experiment or discussion before the set is 
finally built full-size on the studio floor; a miniature model made 
to be used in the actual shooting of a film in such a way as to give 
the illusion of being a fuU-sized construction. 
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SIODEL SHOT (n.). Shot in which models are used (as where small 
nodel ships floating in a studio tank are photographed «o as to 
?ive the illusion of real ships at sea). 

VIONTAGE (n.). Combination in a fllm of both the picture and 
;oimd elements regarded fundamentally as a creative art process; 
editing regarded as a treatment of reality; the combination in art 
Df representations of fragments of nature to form an ima^native 
vhole which has no counterpart in nature; (in U.S.A.) an impres- 
jionistic assembly of short shots designed to bridge a lapse of time 
n a film narrative by briefly indicating the passage of events within 
t. 

MOTION PICTURE (n.). Cinematograph film (esp. in U.S.A.). 

MOTIVATION (n.). Provision of an appropriate cause for a given 
5vent, whether in the action (as when a character is delineated as 
iealous in order to supply the motive for which he subsequently 
kills his wife) or in the editing (as when the shot of a church tower 
From below is preceded by a shot of a man looking up at it). 

MOVIE (n.). Film (esp. in U.S.A.). 

MOVIOLA (n.). (Trade name of an) American instrument in com- 
mon use in studio cutting-rooms which will reproduce the picture 
of a film in miniature, and the sound; and hence (by popular usage) 
any viewing instrument of a similar kind. 

MULTIPLANE CAMERA (n.). Camera used in making of cartoon 
films for photographing drawings in several planes to create the 
illusion of depth. 

MULTIPLE EXPOSURE (n.). Two or more exposures made on 
the same series of film frames. 

MUTE NEGATIVE (n.). Picture negative of a sound film, without 
the sound-track. 

MUTE PRINT (n.). Positive film print of the picture part of a 
sound film without the sound-track. 

MUSICAL (n.). Type of light entertainment film containing a con- 
siderable portion of music and dancing; the film equivalent of a 
musical comedy. 

NARRATAGE (n.). Method whereby one of the characters in a 
fiction film is depicted as telling the story of the fiilm. 
NEGATIVE (n. and adj.). Cinematograph fiJim in which the natural 
tone values of the picture are inverted, and which constitutes a 
master copy from which a large number of positive prints can be 
made (see Positive). 

NEWSREEL (n.). Actuality fiObm of current events. 

NIGGER (n.). Form of screen used in studio lighting. 

NITRATE (adj.). Made of cellulose nitrate (q.v.). 
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NON-FLAM (adj.). Non-inflammable; slow burning; made of 
cellulose acetate. 

NON-THEATRICAL (adj.). Pertaining to film shows (especially on 
sub-standard film) which are not presented for public entertainment 
in ordinary cinemas. 

NUMBER-BOARD (n.). Board momentarily held before the 
camera and photographed at the beginning of a take, recording the 
title of the fito,'the number of the scene (i.e., shot) and the number 
of the take, in order to facilitate identification during editing. 
(Number-board and clapper are usually combined in one unit.) 

/ 

OBSERVATION PORT (n.). Aperture in cinema^ projection box 
through which the projectionist can observe the auditorium and 
screen. 

OPERATOR (n.). Member of camera crew who operates the camera; 
fihn projectionist. 

OPTICAL (n.). Any device carried out by the optical department 
of a laboratory, requiring the use of the optical printer, such as a 
fade, dissolve, wipe or other special effect. 

OPTICAL PRINTER (n.). Apparatus for enabling images from one 
film to be photo^aphed on to another film by means of a lens, used 
in making reduction prints and for special effects and trick work. 

ORTHO-CHROMATIC FILM (n.). Photographic film coated with 
an emulsion more sensitive to green and yellow light than an 
ordinary emulsion, and thus giving a truer rendering of li^t and 
shade. (Orthochromatic film was originally so called to distinguish 
it from the less sensitive emulsions previously in use; nowadays the 
term is chiefly used to distinguish it from the more sensitive pan- 
chromatic film, q.v.). ' 


PAN (adj.). Abbr. of Panchromatic, 

PAN (v.). To rotate the camera horizontally in taking a shot. 

PANCHROMATIC FILM (n.). Photographic film sensitive to all 
colours. 

PARALLEL DEVELOPMENT (n.). Device of narrative construc- 
tion in which the development of two pieces of action is represented 
simultaneously by showing first a fragment of one, and then a 
fragment of the other, and so on alternately (see Cross-cut). 

PATRON (n.). Name given to cinemagoer by those in the exhibition 
side of the film industry. 

PERFORATION (n.). See Sprocket Hole. 
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PERSISTENCE OF VISION (n.). Tendency of a visual impression 
to remain on the retina of the eye for a brief space of time (approx, 
one-tenth of a second) after the actual light stimulus is removed. 

PHASE (n.). V^en the shutter of a camera or projector is moving 
in correct relationship to the intermittent movement of the film, 
so that it intercepts the light at precisely the moment that the film 
begins to move, and allows the light to pass again at precisely the 
moment the film reaches its next stationary position, they are said 
to be in phase, when this is not the case, they are said to be out of 
phase. 

PHOTO-ELECTRIC CELL (n.). Device for converting variations 
of light into corresponding variations of electrical current. 

PHOTOGENIC (n.). Of a character which lends itself to the making 
of good photograph, used especially of persons in a film. 

PICTURE HEAD (n.). That part of the projector mechanism de- 
signed to project the picture frames on the screen (as distinct from 
the sound-head, q.v.). 

PLAY-BACK (n.). Reproduction of a sound-track in a studio 
during shooting to enable action or additional sound or botih to be 
synchronised with it. 

PLOT-THEME (n.). See Action-theme. 

POSITIVE (adj. and n.). Cinematograph film in which the tone 
values of the picture correspond to those of the actual scene which 
it represents, the dark parts of the scene appearing dark in the 
picture, and the light parts appearing light. 

fOST-SYNCHRONISATION (n.). Recording and adding sound 
to a picture after the picture itself has been shot. 

PREMIERE (n.). First exhibition of a film to the public, usually 
restricted to a single cinema. 

PRE-RELEASE (n.). Special showing of a film given before the 
general release. 

PRE-SCORE (v.). Compose and/or record music for a film before 
the picture has been shot. 

PRE-VIEW (n.). Special showing given to a film before its premiere 
or general release to test audience reactions to it. 

PRINT (n.). Positive copy of a film. 

PROCESS (v.). To develop and fix exposed film. 
;PROCESS-SHOT (n.). Shot in which some special process is used, 
such as the Dunning or Schufitan process, use of models, etc. 

PRODUCER (n.). One who is in charge of aU the work involved 
in the making of a film, or in the work of a film studio, and who 
bears the ultimate responsibility for its commercial success or 
failure. 
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PRODUCTION MANAGER (n.). Official in studio responsible for 
supervising and co-ordinating expenditure of the various specialist 
departments engaged in the makmg of the studio’s films. 
PRODUCTION STILL (n.). Still photograph which shows any 
aspect of production work done on a film. 

PROJECTION BOX (n.). Room, normally behind the rear wall of 
a cinema auditorium, where the projectors are housed and operated. 

PROJECTION HEAD (n.). See Picture Head. 

PROJECTIONIST (n.). One who operates a projector, or is com- 
petent to do so. 

PROJECTION THEATRE (n.). Small private cinema or projection 
room in a film studio or film company’s offices. 

PROJECTOR (n.). See Cinetnatogrcq>h Projector. 

PROPERTIES (n. pi.). Any articles used in the shooting of a scene 
in a film studio such as furniture, etc., which are not actually part 
of the set construction, and which do not fall imder the heading of 
costumes. 

PROPERTY MANAGER (n.). One who is responsible for obtain- 
ing, and who looks after, the properties in a film studio. 

PROPS (coUoqu.). See Properties. 

PUFF (n.). Exaggerated praise written for publicity purposes; a 
highly favourable criticism of a fihn. 

PUPPET FILM (n.). Film made by cinematographic animation of 
puppet figures. 

) 

QUICK CUTTING (n.). Cutting and joining together shots so 
short that they follow each other in rapid succession on the screen. 

QUICKIE (n.). Abbr. for quota quickie, a type of film made quickly 
and cheaply (usually by foreign interests) to meet the legal require- 
ments (but normally to defeat the real object) of the Quota Act in 
operation from 1927 to 1937. (The second Quota Act of 1938 was 
designed to eliminate the quota quickie by basing quota value on 
production cost.) 

QUOTA (n.). Minimum percentage of British film which a renter 
is compelled by law to rent, or an exhibitor to show, during a given 
year. 

RACK (v.). To adjust the relative positions of film and gate in a 
projector by means of a knob or offier device, in order to put the 
film in frame. 

RAIN (n.). Fine scratches acquired by film in the wear and tear of 
constant projection which become filled with dirt and disfigure the 
picture on the screen. 
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RAW STOCK (n.). Sensitised film which has not been exposed or 
processed. 

REALIST FILM (n.). Type of non-fiction film utilising material, 
either actual or reconstructed, drawn from real life. 

REAR PROJECTION (n.). See Back Projection. 

RECONSTRUCTION (n.). Lifelike reproduction of an actual scene 
or event for the purpose of filming. 

RECORD (v.). To secure by mechanical means a permanent impres- 
sion, on either cinematograph film, wax disc or other suitable 
medium, of sounds of any kind, in such a way that they can subse- 
quently be reproduced at will. 

REDUCE (v.). To make a substandard copy of a film from a 
standard original (opposite of Blow up). 

REDUCTION PRINT (n.). Substandard film printed from a 
standard negative. 

REDUCTION PROCESS (n.). Process of making a reduction print. 

REEL (n.). Roll of film, or the amount of film, which can be wound 
on to a standard sued spool. (The British standard spool will carry 
1,000 feet of film, although a 2,000 foot spool is now in use on most 
projectors, and is standard in the U.S.A. The 16-mm. equivalent of 
the 1,000 foot reel is 400 feet.) 

RE-ISSUE 1. (v.). To put a film into distribution again after it has 
once been generally released and withdrawn from circulation. 2. 
(n.). A film so re-issued. 

RELATIONAL EDITING (n.). Editing of shots to suggest associa- 
tions of idea. 

RELEASE (n.). To make a film available for hire to exhibitors. 
RELEASE PRINT (n.). Print designed for general showing. 

RELEASE SCRIPT (n.). Script of film made after it has been 
completed as a detailed record of its contents. 

RENTER (n.). One who buys the distribution rights of a film from 
a producer for a given period in order to be able to hire it out to 
exhibitors. 

REPRODUCER (n.). Loud speaker. 

RE-RECORD (v.). To make a sound record by electrical means 
from one or more other sound records; especially to make in this 
way a single combined sound-track from the several component 
tracks (such as dialogue, music, sound-effects, etc.), of a film. 

RE-TAKE (n.). Repetition of a take. 

REVERSAL FILM (n.). Film made for use in cameras (usually 
substandard) which, when processed, becomes a positive print ready 
for projection. 
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RE-WIND (v.). To wind a reel of film back again after projection 
so that it is once more ready for projection. 

RE-WIND, REWINDER (n.). Apparatus for re-winding fihn 

ROUGH CUT (n.). First assembly of a film which the editor makes 
by roughly trimming the selected takes and joining them together 
in the order plaimed in the script, and which he can then proceed 
to polish by more exact cutting and re-arrangement. 

RUNNING TIME (n.). Length of time a film will run when pro- 
jected at its correct speed. 

RUSHES (n. pi.). Prints of takes which are made immediately after 
a day’s shooting so that they can be viewed by the director and his 
associates on the following day. 

SAFETY FILM (n.). Film of slow combustibility, especially fihn 
containing a high proportion of cellulose acetate. 

SCENE (n.). Series of actions or shots in a film narrative forming a 
sin^e unit by reason of their essential continuity in time; a piece of 
continuous action; an abbreviation for script-scene (q.v.). 
SCENARIO (n.). Film story cast in the form of sequences and 
scenes; a production script. 

SCENARIO EDITOR (n.). Manager of studio department respon- 
sible for finding and adapting stories suitable for filming by the 
studio. 

SCENARIST (n.). See Writer. 

SCHUFFTAN PROCESS (n.). Method of shooting action on a set, 
only part of which is constructed in full size, the remainder being 
constructed in miniature and photographed in a mirror. (The 
mirror is placed between the camera and the full-sized set at such 
an angle that the view of the model is reflected into the camera, 
portions of the mirror backing which must be removed to reveal 
the full-size portions being then scraped away.) 

SCOUT (n.). See Talent Scout. 

SCRAPER (n.). Tool used to remove emulsion from film in making 
• a join. 

SCREEN (n.). Difiusive reflecting surface, usually made of opaque, 
white material, on which projected images can be thrown. 

SCRIPT (n.). Written record of the scenes, shots and/or dialogue 
of a film prepared for the purposes of production. 

SCRIPT-SCENE (n.). Shot (q.v.). (Script-scene is a term used by 
script-writers, and probably derives from the early practice of taking 
each scene of a film in one shot.). 

SECOND FEATURE (n.). Less important of the two feature films 
in a double-featmu programme. 

SECOND-RUN CINEMA (n.). See First-run Cinema. 
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SEQUENCE (n). Main division of a film; succession of shots or 
scenes concerned with the development of one subject or idea; in 
a stoiy film a succession of scenes which together form a sin^e 
stage in the development of the narrative. 

SERIAL FILM (n.). Film divided into parts designed to be shown 
successively at different times; film designed to be shown by instal- 
ments. 

SET (n.). Specially constructed artificial setting for a film scene or 
shot. 

SET-UP (n.). Mutual relationship of subject and camera when 
latter is in position for the taking of a given shot. 

SHOOT (v.). To take pictures with a cinematograph camera. 

SHOOTING SCHEDULE (n.). Film script in which the shots are 
arranged, not in the order in which they will finally appear, but in 
the most convenient order for shooting. 

SHOOTING SCRIPT (n.). Completed film script divided into 
script-scenes and containing all necessary technical instructions for 
shooting. 

SHORT (n.). Any film less than 3,000 feet (of standard film) in 
length. 

SHOT (n.). Fragment of moving picture which has been taken, 
either actually or apparently, in one uninterrupted running of the 
camera. 

SHUTTER (n.). That part of the mechanism of camera or projector 
which cuts off light during the instant when the film is moving be- 
tween the exposure or projection of one frame and the next. 

SILENT FILM (n.). Film planned and produced for exhibition 
without recorded and mechanically-synchronised sound. 

SILHOUETTE FILM (n.). Film made by cinematographic anima- 
tion of silhouettes. 

SLAPSTICK (n.). Knockabout comedy. 

SLOW CUTTING (n.). Cutting and joining of §hots so lengthy that 
they follow each other in slow succession on the screen: 

SLOW MOTION (n. and adj.). Means by which movement in a 
shot is represented as taking place more slowly than it did in reality; 
the opposite of accelerated motion. (Slow motion is achieved by 
running the camera abnormally fast during shooting, accelerated 
motion by running it abnormally slowly.) 

SNEAK PREVIEW (n.). Unadvertised pre-view. 

SOFT FOCUS (adj.). Soft and slightly hazy effect obtained by 
shooting slighdy out of focus. 
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SOFT PRINT (n.). Print of low contrast, specially suitable for 
duping purposes. 

SOUND CAMERA (n.). Apparatus in which electrical vibrations 
corresponding to original sound waves are converted into light 
vibrations and so. photographed on to film. 

SOUND CHANNEL (n.). Complete single recording equipment ; 
part of sound-film reproducer or re-recorder capable of taking one 
sound-track. 

SOUND-HEAD (n.) That part of the projector mechanism in which 
the variations of the sound-track are projected on to a photo- 
electric cell. and so converted into electrical impulses, subsequently 
to be amplified and conveyed to the loud-speakers behind the 
screen. 

SOUND-TRACK (n.) Narrow path normally running along one 
side of the frames of cinematograph sound film, in which the sound 
is recorded in the form of a photographic trace varjdng in its hght 
transmission. 

SPECIAL EFFECT (n.). Any effect which is introduced into a film 
after shooting and during laboratory processing, e.g., mix, wipe, 
etc. 

SPEED (n.). 1 (Of cutting.) Rate at which shots follow each other 
on the screen, determined by their length. 2 (Of emulsion.) Rapidity 
with wMch a photographic emulsion reacts to incidence of light. 
3 (Of lens.) Amount of light transmission of the lens. 4 (Projection 
speed.) Speed at which film passes through the projector, the two 
normal speeds being 16 frames per second for silent fiOboa, and 24 
frames per second for sound film. 

SPEAKER (n.) Loud speaker, normally situated behind the screen, 
from which sound is produced in projection of a sound film. 

SPLICE (v. and n.). To join fihn; a film join. 

SPLIT-SCREEN PROCESS (n.). Process used in making a shot of 
an actor playing a dual role. (The shot is made in two phases. In 
the first, part of the frame area is masked, the actor playing his first 
role in such a position as to register on the exposed portion of the 
film. In the second, exactly this exposed part is masked, and the 
actor plays his second role so as to register in the remaming portion, 
now exposed. The two combined give the desired effect). See also 
Travelling Matt. 

SPOT (n.). Abbr. for Spotlight. 

SPOTLIGHT (n.). Lamp capable of projecting narrow beam of 
bright hght on to a small area, used in studio and stage lighting. 

SPROCKET HOLE (n.) Small hole punched at regular intervals 
along cinematograph film to engage with the sprocket teeth in 
camera, projector, etc. 
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SPROCKET TOOTH (n.). Tooth projecting from sprocket wheel 
(q.v.). 

SPROCIGBT WHEEL (n.). Roller in camera, projector, etc., made 
with projecting teeth on one or both rims, which engage with the 
sprocket holes of the film and move it forward. 

STAGE (n.). Part of studio building designed for shooting or 
recording of sound. 

STANDARD FILM (n.). Cinematograph film 35-mm. wide. 

STAND-IN (n.). One who takes the place of a star during the * 
arranging of lights, adjusting of camera and other lengthy prepara- 
tions which precede the rehearsal and taking of a shot. 

STAR (n.) Actor or actress whose appearance in the principal role 
of a film is regarded as one of the main requisites for its commercial 
success. 

STAR-SYSTEM (n.). System of film production which depends 
primarily for its success on exploitation of film stars. 

STATIC (n.). Fogging of film due to the discharge of static elec- 
tricity. 

STEREOSCOPIC FILM (n,). Film which, when projected on 
the screen, presents a stereoscopic or three-dimensional effect. 

STILL (n.). Photograph of a scene from a film or of a film per- 
sonality or of some aspect of production. 

STOCK (n.). See Raw Stock, 

STOCK-SHOT (n.). See Library Shot, 

STOP-ACTION CAMERA (n.). Automatically-operated camera 
for exposing successive frames of film at regular but lengthy intervals, 
as in shooting growth of a plant in accelerated motion (see Time- 
Lapse Cinematography), 

STOP- ACTION PHOTOGRAPHY (n.). Procedure of stopping the 
camera and arresting the action at a given moment during ttie taking 
of a shot, rearranging some part of the scene, and then continuing 
with the shooting as before, the result being to present on the 
screen the illusion of a magic transformation (for example, if the 
rearrangement consists in removing a pumpkin and putting in its 
place a coach, nothing else being altered, the pumpkin will appear 
in the finished film to change suddenly into the coach); see also 
Time-Lapse Cinematography, 

STOP-MOTION PHOTOGRAPHY (n.). See Stop-action Photo- 
graphy. 

STUDIO (n.). Premises used by a production company for making 
films. 
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STUDIO MANAGER (n.). Official responsible for running of a 
film studio, employment of its workpeople, etc. 

SUBSTANDARD FILM (n.). Any cinematograph film of a width 
less than 35-mm. 

SUB-TITLE (n.). Title inserted in a film to elucidate or advance 
the action or argument. 

SUBTRACTIVE PROCESS (n.). Any process of colour cinemato- 
graphy in which two or more basic colours are mingled in various 
proportions by superimposition on the film. 

SUPER-IMPOSE (v.). To print two shots, one on top of the other 
on the same length of film, so that when projected on the screen 
each can be seen through the other. 

SUPPORT (n.). Flexible durable transparent material (normally, 
but not necessarily cellulose) which is coated with photographic 
emulsion to make cinematograph film. 

SUPPORTING PROGRAMME (n.). Films shown in a programme 
as an accompaniment to the main or feature film. 

SYNCHRONISE (v.). To adjust the sound-track of a film to the 
picture in editing so that whenever the source of a reproduced sound 
is shown visually on the screen, the time relationship between sound 
and picture appears natural; to secure in projection the relationship 
between the sound and picture of a -film intended by its makers. 
(A film so s 5 mchronised is colloquially described as in sync,; and 
contrariwise as out of sync.), 

SYNC. (n.). See Synchronise. 

SYNOPSIS (n.). Brief summary of^a story considered suitable for 
filming, and prepared as the first stage in the writing of the scenario; 
a summary of the story of a finished film, prepared for publicity 
piloses. 

TAKE (n.). Single recording of a shot made during production. 
(Usually several takes of a shot are made, the best one being selected 
for inclusion in the completed film.) 

TAKE-UP SPOOL (n.). Spool on which film is taken up after it 
has passed through the projector mechanisiq. 

TALENT SCOUT (n.). Person employed to search for potential 
actors for a film production company. 

TECHNICIAN (n.). Skilled worker in any branch of film production. 

TELEPHOTO LENS (n.). Lens of great focal length capable of 
producing enlarged photographs of objects at a distance. 

TEMPO (n.). Impression of speed which a film makes on the 
spectator, either by the succession of incidents or of shots, or by 
the rate of movement shown or the rhythm of the sound. 
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THEATRE (n.). See Projection Theatre. 

THEME (n.). Subject, central idea. 

THEME-SONG (n.). Song occupying a prominent place in the 
action of a film. 

THREAD (v.). To lace the first few feet of a reel of film through a 
projector or other film mechanism in order that the film can be 
run through it. 

THREE-DIMENSIONAL FILM (n.). See Stereoscopic Film. 
THROW (n.). Distance from film projector to screen. 

TILT (v.). To turn the film camera up or down in shooting so that 
the axis of the lens rotates through a vertical plane. 

TIME-LAPSE CINEMATOGRAPHY (n.). Extreme form of 
accelerated motion cinematography (q.v.) whereby, in order to 
secure a moving picture of an extremely slow process, such as the 
^owth of a plant, the film is exposed, frame by frame, at a con- 
siderable time interval. 

TINT (v.). To colour film with a dye. (In the days of the silent film 
shots and scenes were thus tinted different colours for emotional 
and dramatic effect.) 

TITLE (n.). Any written or printed statement introduced into a 
film for its own sake and not merely as a part of a picture. 

TONE (v.). To obtain colour effects by treating a monochrome 
print with chemicals. 

TOPICAL (n.). Newsreel. 

TRACK (n.). Sound-track (q.v.). 

TRACKING SHOT Cn.). Shot taken with the camera moving side- 
ways, forwards or backwards. 

TRADE-SHOW (n.). Exhibition of a film to members of the film 
trade which every distributor is legally compelled to give before he 
can take bookings on it. 

TRAILER (n.). Very short film of two or three minutes’ duration 
shown for publicity purposes or for making a series of announce- 
ments; especially, such a film composed of extracts from a longer 
film, and shown beforehand to advertise it. 

TRANSIT CASE (n.). Travelling case for reels of 35-mm. film 
made of metal lined with wood to meet the requirements of the 
railway companies. 

TRAVEL GHOST (n.). Upward or downward over-spilling of the 
lighter portions of the screen image due to the projection shutter 
being out of phase (q.v.). 

TRAVELLING MATT (n.). Film which is run through a film 
printer together with the film to be printed in order to mask a 
portion of it, and prevent that portion from printing. (The travelling 
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matt process is used to mask an area which does not remain static 
but moves and changes with the rest of the picture. For example, 
where an actor is to be shown in two roles, A and B, simultaneously, 
he plays A on the set, and B against a plain blue backing. The nega- 
tive of B is processed, and then duped several times, the contrast 
being increased with each duping until a silhouette effect is obtained. 
A print is then made from the negative of A, with the silhouette 
used as a traveUing matt to mask the area occupied by the figure 
of B. Finally, a new negative is made by combining this masked 
print with the first print of B.) 

TRAVELOGUE (n.). Actuality film of fife and scenes in other 
countries; travel film. 

TREATMENT (n.). Stage in the development of a film story from 
its original synopsis form to the final shooting-script. 

TRICK FILM (n.). Film which depends mainly on the representa- 
tion, through special manipulation of the technical processes of 
production, of situations and events which would in reality be 
impossible, such as a cyclist riding up the side of a house, or a magic 
horse flying through the air. 

TRIM (v.). Cut film preparatory to making a join. 

TROLLEY (n.). Wheeled vehicle on which the camera can be 
moved in talmg a shot. 

TRUCKING SHOT (n.). Shot taken with the camera in movement 
on a truck or trolley. 

TWO-SHOT (n.). Close shot of two persons with the camera as 
near as possible while still keeping them both in the shot. 


“U” CERTIFICATE (n.). Certificate awarded to a film by the 
British Board of Film Censors to denote that it is suitable for 
universal exhibition to unaccompanied children as well as to adults. 

UNMODULATED TRACK (n.). Sound-track which has no 
modulations and is therefore incapable of producing sound other 
than ground-noise. 

VARI^LE AREA TRACK (n.). Opaque soimd-track traversed 
along its length by one or more lines of clear film , its light trans- 
mission varying as the width of the lines varies. 

VARIABLE DENSITY TRACK (n.). Sound-track composed of a 
series of transverse bands of different densities. . 

VARIABLE WIDTH TRACK (n.). See Variable Area Track. 

VARIABLE FOCUS LENS (n.). Lens whose focal length can be 
altered during shooting, as, for example, by mechanism to change 
distance between front and rear components of the lens. 
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VAULT (n.). Film store for inflammable film, of such construction 
and dimensions as to comply with the regulations of tihe local 
authority or (where part of a film factory) of the Home Office. 

VIEWPOINT (n.). See Camera Viewpoint. 

VIGNETTE (n.). Mask placed before camera lens to produce a 
picture in which only the centre part is visible in a difiiised oval, 
circle, etc. 

VISUAL (n.). Shot, or other single visual component of a film 
(yisuab is sometimes used by pretentious theorists as a counterpart 
to sounds, but the term appears to have no precise meaning). 


WAX (v.). To apply a thin coating of wax to the edge of newly 
processed film to enable it to run more easily on the projector. 

WESTERN (n.). Film of adventure among cowboys in the “wild 
west” of America, which usually has its chmax in a pursuit on 
horseback. 

WILD TRACK (n.). Sound track recorded quite independently of 
any picture with which it may subsequently be combined. 

WIPE (n.). Form of transition from one shot to another, in which 
a mar^n moves across the screen to eliminate the first shot and 
reveal the second. 

WRITER (n.). Technician who writes script of a film, or any part 
of it. 

ZIP-PAN (n.). Eflect obtained by smnging the camera so quickly 
round from one point of rest to another, that between the two the 
picture is blurred; often used as a device for combining two different 
shots, the camera being swung so quickly from the subject in the 
first that it ends in a blur, and so quickly on to the subject in the 
second that it begins with a blur, the two blurred portions then being 
joined together to give the effect of a sin^e zip-pan. 
ZOOM-LENS (n.). Lens of variable focal length. (The name pre- 
sumably derives from the fact that when the focus is quickly increased 
during shooting, the effect on tiie screen is a rapid change from 
distant shot to near shot, giving the impression that the camera 
has “zoomed,” or swung, towards the subject.) 
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Continuity, 6, 10, 28, 41, 60, 
61, 62-64, 66. 

Continuity ^I, 10, 60. 
Continuity in time, 66. 
Continuous projection, 24. 
Contrast: 

of lighting, 92, 130; 

132-134, 21 22. 
of subject, 87. 

Control: 

of lighting, 129, 130. 
of material, 71, 122, 
124, 161, 182. 
of movement, 92. 
Cooper, Gary, 157. 

Correction (of tone values), 
130. 

Cost of production {see Pro- 
duction cost) 

Costumes, 8. 

Costumiers, 117. 

Cottage on Dartmoor, A, 95. 
Coward, Noel, 40. 

Crafi of Fiction, The, 175, 176, 
178. 

Crane, 123. 

Creative geography, 78. 
Credibility, 45. 

Credit titles, 6, 14, 

Crisp, Donadd, 7. 

Criticism, viii, ix, 63, 85. 
Critics, vii, viii. 30, 93, 99, 103, 
176. 

Crosby, Bing, 157. 

Cross-cutting, 70, 71. 

Culture, 180. 

Curtiz, Michael, 112. 


Cue-sheet (musical), 142. 

Cut. 27. 56, 67. 124, 136, 160. 
Cut-back, 70, 71. 

Cutting, ix, 11, 12, 14, 15, 28- 
30, 52, 56. 61. 62, 73, 89. 
99. 100, 115, 124, 155. 
Cutting print, 28, 8. 

Cutting room, 178. 

Cutting speed, 56, 57, 59. 70, 
124. 

Czinner, Paul, 20. 

D. W. Griffith : American Film 
Master, 73, 75. 

Daedalum, 19. 

Da^erre, 21. 

Dafiies, 11. 

Davies, Bette, 158. 
da Vinci, Leonardo, 97, 117. 
Davy, Charles, 17. 

Defence of Poetry, 111, 180. 
Definition, 130. 

Democratic state, 17. 

Denham Studios, 14. 

Depth in shot, 127, 129. 

Depth of focus, 135. 

Deputy of the Baltic, 158. 
Deserter, The, 30, 100, 184. 
Design {see Pattern) 
Development (of story), 39, 41, 
62, 86. 

Diagram film, 148. 

Dialogue: 

in film, 6. 12, 25, 26, 
29, 30. 93, 94. 99, 

105. 106, 112, 145, 
146, 149. 

in play, 38, 44, 55, 59, 

106. 

Dialogue script, 106. 

Dialogue track, 30, 8. 

Dickens, Charles, 102. 
Dickinson, Lowes. 141. 
Dickinson, Thorold, 13, 127. 
Dietrich, Marlene, 87. 

Diffused lighting, 129-133, 22. 
Direct lighting, 129, 132, 133. 
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Direction, 17, 69. 

Direction of lighting, 131. 

Director, 29, 30, 36, 41, 42, 57, 
60, 71. 73, 74, 76. 77, 92, 
96. 104, 120, 122-125, 132, 
135, 138. 139, 149, 150, 155, 
156, 159-163, 166, 177. 178. 
181. 

compared with paint- 
er. 117-119. • 
function of. 5-15, 115- 
117, 129. . 

Discontinuity of film acting, 
158-160. 

Disney. Walt. 4, 5. 37. 147, 
148, 2. 

Dissolve, 12, 28, 56, 67, 89, 
125, 126. 

Distance from camera to sub- 
ject. 121. 134, 135. 

Distance shot, 72, 121. 

Distortion : 

of image, 135, 136. 
of sound, 107, 108. 

Distribution, 15, 142. 

DMe, 142. 

Documentary film, 14, 35, 36, 
95, 110-112, 128, 134, 137, 
147, 148, 150. 152, 163-167, 
15. 

Documentary News Letter, 
162. 165. 

Dolly shot, 123. 

Donat, Robert, 49, 137, 159. 

Double exposure, 24. 

Dovjenko, 80. 

Draft script, 6-9, 13. 

Drama, vii, 28, 38, 39, 44, 164. 

Dramatic action {see Action) 

Dramatic representation in the 
film, 36. 64, 88. 89. 150. 151. 

Dramatist, 44, 45, 58, 62, 67. 

Dream in the film, 114, 149, 
182. 

Dreaming Lips, 20. 

Dreiser, Theodore, 113. 

Drifters, 15. 

Dual role. 136, 137. 


Dummy, 72. 

Dunning process, 136. 

Duration of shot, 71, 93, 181. 

Durbin, Deanna, 31. 

Duvivier, Julien, 120, 17. 

Dynamic composition, 92, 120, 
16. 

Dziga-Vertov, 77. 

Ealing Studios, 13, 167, 7. 

Ear. 101-104, 106, 112, 144, 
181. 

Early films , 47, 52, 69. 

Early sound films, 97. 98. 

Earth, 80. 

Edison, 21. 22. 97. 

Edison Company, 69, 142. 

Editing, 9, 12, 14, 25, 30, 31, 
47. 55, 59-62, 69. 71-73, 76. 
77. 79. 85. 87. 89. 92. 94. 95. 
100, 104, 115, 118, 121, 137- 
139, 156, 158, 160-162, 169, 
177, 182, 183. 

Editor. 5. 7. 9. 11. 12. 26-29, 
56, 57, 89. 116, 117. 

Education, vii, 75, 93. 

Educational film, 35, 36, 111. 

Effects track, 30, 8. 

Eisenstein, 75, 77, 80, 81, 88. 
93-95, 113, 119, 120, 123, 
124, 130, 135, 161, 177, 184, 
17, 32. 

Esler, Hans, 147. 

Elgar, Sir Edward, vii. 

Elliott, Eric. 19. 

Emotion, 56, 57, 67, 85, 86. 90, 
91. 105, 129, 146, 149, 162, 
180. 

Emulsion {see Photographic 
emulsion) 

End of St. Petersburg, The, 80, 
87 122 

England, 13. 22. 49. 97. 163. 

En Natt, 128. 

Enoch Arden, 70. 

Entertainment film, 10, 163. 

Epic, 38. 

Epstein, Jean, 139. 
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Eric, or Littk by Little, 36. 
Ermler, 75. 

Escape to Happiness, 145. 
Escapism, 17, 165. 

Eskimos, 117, 179. 

Ewige Maske, Die, 20. 
Exaggeration in stage-acting, 
155, 156. 

Excitement, 57, 93, 151. 
Exhibition, 15. 

Experience, 90, 92, 180, 182. 
Experiment, 16, 70, 78, 112, 
113, 150. 

Exposition, 7, 36. 

Exposure, 132, 134, 137. 
Exterior sets. 131. 

Extreme long-shot, 70. 121, 14. 
Eye. 20. 101, 103, 106, 112, 
125, 126, 128, 144. 176, 181. 

Fade-in, fade-out, 12, 27, 28, 
67, 83. 

Fading of sound, 104. 

Fall of the House of Usher, 
The. 139. 

Fantasia, 4, 147, 2. 

Fantasy, 45. 

Feature film, 15, 24, 98. 

Feild, Professor, Robert D., 5. 
Fejos, Paul, 103. 

Fiction. 36. 37. 42. 52. 53, 183. 
Fiction film, viii, 36. 37, 40, 41, 
43. 64. 110, 112, 113, 133, 
145. 146, 148, 155, 166, 167. 
Field of view {see Camera). 
Film {see Cinematograph film) 
Film, 108. 

Film Acting, 156, 160, 162. 
Film art {see Art of tie film) 
Film cement, 27. 

Film d’Art, 142. 

Film industry. 16, 75, 98, 137, 
157, 163. 

Film-maker. 16, 29. 41, 45, 47, 
56. 57. 59. 62, 70, 71. 92. 94. 
95. 103, 104. 109, 110, 123. 
Film-medium {see Medium) 
Film Music. 143, 150. 


Film Sense, The, 88, 94, 113, 
177, 184. 

Film societies, vii, 93. . 

Film technique, ix, 27, 35, 47, 
51. 52. 69, 70, 71. 72, 88, 94. 
95, 121, 182. 

Film Technique, 30, 42, 47, 
60. 75-80, 85. 89. 124, 138, 
177, 184. 

Filter, -130. 

Final track, 12, 30, 103, 104, 8. 
Finance, 5, 16. 

Finnegan’s Wake, 44. 

First film show, 22, 47, 141, 
First World War. 72. 
Fischinger, Oscar, 148. 
Flaherty, Robert, 117. 163, 
164, 28. 

Flash-back, 69. 

Hoodhght, 129. 

Floor (studio), 6, 9, 15, 30. 
Flow of visual images, 118, 
125, 177. 

Flying camera, 126. 

Focal length. 134, 135. 

Focus. 135, 136. 

Footage, 24. 

Footnotes to the Film, 17, 149, 
157, 159. 

For Love of Gold, 69. 

Ford, John. 40, 133, 29. 
Foreshortening, 92, 135. 

Form. 77, 89. 90-92, 95. 146. 

148, 149, 184. 

Formalism, 94. 

Forster, E. M., 37, 62, 183. 
Foster, R. B., 19. 

Fragmentary nature of filmic 
representation. 54, 60, 66, 70. 
71. 114, 115, 158, 162, 169, 
173, 175, 176, 178. 

Frame. 22-24, 26. 27. 49. 82. 

94. 118-121, 128, 137, 15. 
France. 13. 22, 40. 76, 107, 119, 

149, 179, 2. 

Freedom of attack, 113. 
Freedom (of medium), 44, 45. 
Freeman, R. Austin, 53, 54. 
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Frend, Charles. 14. 
Friese-Greene, William, 21. 
Full-shot, 70. 

G.I.K.. 75. 76. 

G.P.O. Fihn Unit. 110. 

Gabin, Jean, 104. 

Gable, Clark, 26. 

Gance, Abel, 107, 119, 143. 
Garbo, Greta, 131. 

Gaumont, 97. 

General Line, The, 80, 93, 123, 
135. 

Germany, 15, 40, 87, 122, 142. 
Gesture, 80, 156, 158, 163. 
Ghost Goes West, The, 49, 57, 
60. 137. 

Gish, Lillian, 73, 74, 1. 

Glass plate, 21. 

Glass roof studio, 121. 

Glass shot, 136. 

Gobo, 129. 

Gold is Where You Find It, 
112, 125.’ 

Gold Rush, The, 27. 

Gone with the Wind, 26. 
Grahame, Kenneth, 109. 
Gramophone. 49, 97, 98. 

Great Britain, 24, 80, 98, 137, 
146, 163, 165. 

Greek drama, 141. 

Greek View of Life, The, 141. 
Grierson and Documentary, 
164. 

Grierson, John, 3, 16, 69, 163, 
164, 166, 167, 15. 

Grierson, Marion, 137. 
Griffith. D. W., 41, 42. 57. 60, 
69-73, 75. 77. 87-89, 92. 95. 
119, 133, 142, 160, 1, 11, 12. 

Haggar, Walter, 48. 

Hard lighting, 132. 

Hardy, Forsyth, 164. 

Harron, Robert. 1. 

Hearing, Mechanism of, 31, 
100-104. 

Henry Moore, etc., 176. 


Henry V, 15, 91. 

Hepworth, Cedi, 97. 
Highlights, 133. 

Hintertreppen, 3. 

History, 37. 

History of the film, 5, 71, 73, 
85. 88, 93. 130. 

Hitchcock, Alfred, 17, 108, 
155, 184, 23. 

Hochbaum, Werner, 20. 
Hogan. James, 6. 

Hollywood, 5, 13, 14, 40, 113, 
119, 158. 

Home, Sweet Home, 70. 
Honneger, Arthur, 143, 146. 
Hopwood, H. V.. 19. 

Homer. W. G.. 19. 

Howard Leslie, 15, 145, 
Howard, Trevor, 120. 

Hudson Bay, 117. 

Hundred Men and a Girl, A, 
31. 

Hundred-per-cent, talkie, 30, 
98. 99, 103, 106. 

Hungry Hill, 4. 

Icaras, 184. 

Idea as source of unity, 37, 
41, 42. 

Ideas expressed in film, 80, 
87. 136. 

Idiofs Delight, 26. 

Illusion of movement, 21, 23. 
Imagery. 87. 95. 96. 173. 
Images: 

visual, 19, 20, 30, 31, 
55, 58, 72, 80. 85. 86, 
90, 94. 99. 103, 104, 
109, 114, 117, 118, 
120, 125, 134-136, 
153, 177, 181. 
mental, 115, 178. 
Imagination, 14, 37, 73, 74, 90, 
94. 96. 103, 104, 108, 111, 
114. 115, 165, 169-171, 174- 
177. 181. 

Imitation, 36, 38, 180. 
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Immaturity, 3. 

Impressionism, 89, 95, 15. 
India, 29. 

Individualism, 164. 
Informational films. 111. 
Informer, The, 40, 133. 
Intellect, 90, 91. 

Intensity of lighting, 131-133. 
Intercutting, 87. 

Interest film. 111, 112, 148. 
Interiors, 131. 

Intermittent movement, 23, 24. 
Internal monologue, 113. 
Interval between sound and 
picture, 27. 

Intolerance, 41, 42, 57, 58, 60, 
71, 72. 75, 87. 11, 12. 
Invention of cinematography, 
19,21,100. 

It Happened One Night, 26. 
Ivan the Terrible, 113, 158. 
Ivens, Joris. 147. 

Jacobs, Lewis, 57, 58, 71. 
Jannings, Emil, 87, 18. 
Jaubert, Maurice, 146, 149, 
151. 

Jazz Singer, The, 98. 

Johnny Frenchman, 14. 
Johnson. Celia, 120. 148. 
Joining film, 27-30, 52, 58, 61, 
64. 76. 77. 88. 100, 162, 177. 
Journal of the Society of 
Motion Picture Engineers, 
31. 

Joyce, James, 44. 

Juarez, 25. 

Julius Ccesar, 39. 59. 

Jump in movement, 61. 
Juxtaposition, 88, 162. 

Kabloona, 179. 

Kameradschaft, 40, 41. 

Keats, John, 178. 

Kennedy, Margaret, 178. 
Keown, Eric, 49. 

Kerensky, 81. 


Key-Ught, 131-133, 21, 22. 
Kinetophone, 97. 

Kinetoscope, 21. 22, 47, 97. 
King Lear, 169. 

Kino-eye, 77. 

Knox, Robert, 150. 

Kornilov, General, 81. 
Kozintsev, 75. 

Kubla Khan, 170. 174. 
Kuleshov, Lev. 76-78. 

Laboratory, 11, 12, 28. 
Ladies in Retirement, 44, 100. 
Lake Isle of Innisfree, The, 90. 
Land of Promise, 112. 

Lang. Fritz, 107, 126, 4, 16, 22. 
Lapkina, Martha, 123. 

Last Laugh, The, 122, 18. 
Last-minute rescue, 70. 
Laughton, Charles, 127. 
Lauste, Eugbne, 98. 

Leads. 24. 

Lean, David, 40, 10. 

Leaves of Grass, 42. 

Lecture film, 148. 

Lecturers, vii. 

Legg, Stuart, 110. 

Lei^, Walter, 146. 

Lenglh: 

measurement of, 24. 
of shot, 11. 56-58. 

Leni, Paul," 3. 

Lenin, 75. 

Lens. 130, 134-136, 158, 159. 
Lesser, Sol, 130. 

Library, 29. 

Licence, 22. 

Life (see Real Life) 

Life and Lilian Gish, 74. 

Life is Grand, 108. 

Life of Charles Peace, The, 48. 

49, 51, 9. 

Light accent, 133. 

Lighting. 10. 11, 61, 92, 121, 
123. 129-134, 181, 21, 22. 
Lighting tone, 132. 

Limitations of art media, 44, 
45, 99, 100, 161. 
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Lincoln, William E., 19. 
Linear perspective, 132. 
Linking device (between 
scenes), 66. 

Literature, 64, 79, 90. 

Living Pictures, 19. 

Lizst, 142. 

Location, 8-10, 14, 29, 159, 6. 
Lockwood. Margaret, 125. 
Loder, John, 125. 

Logic of editing, 62. 74. 
London, 22. 

London County Council even- 
ing institutes, vii. 

London, Dr. Kurt, 143, 150. 
London Film Productions, 49. 
Lonedale Operator, The, 70. 
Lonely Villa, The, 70. 

Long shot, 52, 84, 121, 122, 
125, 134, 151, 29. 

Loop, 23. 

Lorentz, Pare, 112, 153. 

Loud speakers, 24, 31. 

Low key lighting, 133. 

Low Water, 113. 

Lowes, John Livingston, 170, 
173-175. 

Lubbock, Percy, 175, 176, 178. 
Lumibre Brothers, 22. 47, 141. 
9. 

Lyricism. 146, 149-151, 153. 

MacDonald, David, 14. 

Magic, 45. 

Magic disk, 19. 

Magic lantern, 19, 21, 23. 
Make-up. 10. 155, 156, 161. 
Man of Aran, 28. 

March of Time, 111. 
Margrave, Seton, 49. 

Marie Walewska, 131. 
Markheim, 89. 

Married print, 26, 27, 8. 
Marriott, Charles, 91. 

Marsh. Mae. 160, 161, 11. 
MarshaU, Herbert. 75. 
Masking, 72, 119, 12. 


Mason, James, 31. 

Massacre, The, 70. 

Material (see Raw material) 
Mechanical nature of film, 169. 
Mechanised Muse, The, 178. 
Mechanism of hearing (see 
Hearing) 

Mechanism of seeing (see 
Seeing) 

Medium : 

of art in general, 44. 
72. 76, 92, 99. 176, 
178, 180, 182. 
of drama, 38, 106. 
of film. 6. 29. 38. 44. 

45, 69, 75. 91. 92. 
• 96. 100, no. 114, 
115, 155, 160, 161, 
177, 181, 183, 184. 
of novel, 44. 

Medium close-shot, 121. 
Medium close-up, 82. 

Medium long-shot, 121. 
Medium shot, 61, 82, 121, 128, 
129, 134, 30. 

Meisel, Edmund, 143, 147. 
Melodrama, 133. 

Memory, Tricks of, 85. 

Men Behind Bars, 103. 

Men of Two Worlds, 14. 
Messter, 97. 

Metropolis, 126, 4, 16. 
Microphone. 11, 25, 26, 100, 
159. 

Mid-shot, 70. 

Miles, Bernard, 162, 165, 166. 
Milhaud, Darius, 146. 

Million and One Nights, A, 42. 
Mind. 114, 115. (See also 
Conscious, Unconscious 
mind) 

Ministry of Information, 152. 
Minority reference, 16. 

Mix (see Dissolve) 

Mixing sound, 30, 31. 
Mobility of the film, 44. 
Model shot, 136. 

Models, 9, 137, 4. 
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Modem film, 52, 55. 
Monologue, 113, 114. 
Montage, 30, 89. 

Montagu, Ivor, 89, 124. 
Mood expressed by lighting, 
132, 133. 

Mood music, 142, 144, 145. 
Moore, Henry, 176. 

Moore, Owen, 1. 

Moral (in story), 36, 41, 43. 
Morgan. Charles. 112, 113. 
Moscow News, 75. 

Mosjukhin, 78. 

Mother, 56, 80, 81, 85, 96, 13. 
Motivation, 108, 150. 
Moussorgsky, 4, 2. 

Movement, 12, 19, 21, 23. 49, 
55. 61, 71. 80. 84, 86. 89. 
92, 93. 98. 99, 109, 114, 118, 
120, 124. 128, 135, 138. 144, 
145, 182-184, 16. 

Multiplane technique, 127. 
Multiple exposure, 136, 24. 
Multiplying lenses, 136. 

Muni, Paul. 13. 158, 160. 25. 
Murder Among Friends, 21. 
Mumau, F. W., 122, 18. 
Museum of Modem Art Film 
Library. New York. 74. 
Music, vii, 3. 4, 91, 93, 169, 
181. 

Music : 

in film, viii, 9. 12. 30, 31. 
92. 106, 111, 112, 141- 
150, 152, 8. 

for silent film, 141-144, 
146. 

track, 30, 8. 

Musical, 9, 150. 

Musical cue-sheet, 142. 

Musical form, 144, 146. 
Musician (see Composer) 
Mute: 

negative, 26. 
positive, 25. 

Mutoscope. 20. 

Mutual Film Company, 70. 


Nanook of the North, 117, 164. 
Napoleon, 81, 85, 131. 
Napoleon, 119, 143. 

Narratage, 112. 

Narration, 7. 

Narrative, 43, 62, 110, 114, 
139. 

Nationalisation. 17, 75. 
Naturalism, 110, 112, 136, 146, 
148, 157, 166, 182. 
Naturalistic sound, 106-108. 
Nature. 40. 161, 162, 176, 177. 
Naumberg, Nancy, 13. 
Negative, 11. 12. 15. 25-27, 29. 
30. 134, 7, 8. 

Negative sound track. 30, 7, 8. 
Net (use of, in shooting), 72. 
New York, 159. 

Newsreel, 35, 111, 134, 148. 
Next of Kin, 127. 

Nicholas Nickleby, 7. 

Niepce, 21. 

Nigger, 129. 

Night and Day, 109. 

Night is Young, The, 21. 
Night on the Bare Mountain, 
4.2. 

Nightman, 112. 150, 152. 

Nine Men, 166, 167. 

Ninth Symphony, 3, 169. 
Non-actors, 77. 161-166, 28. 
Non-naturalistic: 

music, 148, 
150. 

sound, 107- 

111 . 

North Sea, 36. 

Notation. 93. 

Notorious, 23, 

Novel. 3. 6, 36-38, 44, 93, 178. 
Novelist, 37, 45. 58. 62. 100. 
149. 

Number-board, 26. 

Objective viewpoint. 107, 110, 
182. 

Objectivity of fifim style, 96. 
Observer. 55, 56, 76, 99, 100, 
104, 126. 127, 139, 157. 
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October, 80. 85, 93, 120, 17. 
Odd Man Out, 31. 

Olivier, Sir Laurence, 91. 158. 
One-reel film, 48, 69. 

Opera, 178. 

Optical effects, 28, 89, 136. 
Opticjil toy. 19, 20-22. 
Orchestra, 31, 141, 143, 145. 
Order of shots, 12, 76, 77, 79, 
114, 162, 181. 

Our Country, 112, 152. 

Our Town, 112. 

Overcorrection (of tone values), 
130. 

Overlanders, The, 13. 
Overlapping; 

scenes, 67. 
shots, 61. 

Pabst, G. W.. 40, 128. 

Paine, Albert Bigelow, 74. 
Painter. 62. 76, 92. 118, 119, 

176. 

Painting, vii, 3, 91, 117, 164, 

177. 

Panning, 123, 124, 128. 
Panoramic shots, 119. 

Parallel development, 70. 71, 
87. 

Paramount, 113. 

Paris. 22. 142. 

Pascal, Gabriel, 15. 

Pastoral Symphony, 147. 
Pathe, Charles, 97. 

Pattern, 35, 59, 89, 90, 92, 93. 

118, 120, 176, 181. 183. 
Paul. R. W.. 22. 

Peace, Charles (see Life of 
Charles Peace, The) 
Pearson, George. 155. 
Peepshow machines, 20. 21. 
Peer Gynt Suite, 142. 
Pembroke, 48. 

Perambulator shot, 123. 
Perforations, 21. 22. 
Persistence of vision, 20, 21. 
Perspective, 132, 135. 

Peter the Great, 122. 


Petrograd, 81, 93, 120. 
Phenakistoscope, 19, 
Philosophical Magazine, 19. 
Philosophy, 180. 

Phonograph, 97. 

Photo-electric cell, 23. 
Photograph (see Shoot) 
Photographed stage-plays, 99, 
160. 

Photographic emulsion, 21, 22, 
26. 27, 121. 

Photographic naturg of film, 
55. 96. 169. 

Photography. 19, 21, 61, 100, 
117, 134. 

Pickford, Jack, 70. 

Pictorial composition. 118, 
119. 

Picture. 7. 12. 20-30. 91. 92. 

99. 103, 106, 108, 111. 
Picture : 

gate (see Projection 
gate) 

head. 23. 24. 27. 
negative. 12, 15, 26, 30. 
7, 8. 

print, 12. 

Planning of the action, 41, 44, 
123. 

Play, 3. 5. 6, 36. 38, 39, 44. 59. 

64, 91, 93. 99. 106, 160, 178. 
Playback, 31. 

Playwright (see Dramatist) 
Plot, 43. 45. 62, 63. 86, 183. 
Plot-theme, 40-43, 62, 63. 
Plow that Broke the Plains, 
The, 153. 

Poe, Edgar AUan. 139. 

Poet. 58. 91, 92. 174, 177, 180. 
Poetic commentary, 150, 152. 
Poetic resources of the film , 
91. 92. 184. 

Poetics, The, 36. 38. 

Poetry, vii. 3. 91, 149. 150. 164, 
169. 

Point of view : 

in film. 109, 148. 
in novel, 44. 
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Political action, 17. 

Polytechnic, London, 22. 
Pommer, Erich, 15. 

Poncins, Gontran de, 179. 
Porter, Edwin S., 69. 

Positive film, 15, 25-27, 7, 8. 
Post-synchronisation, 103. 
Powell, Dilys, 158. 

Powell, William, 128.^ 
Pre-scoring, 31. 

Principles of Literary CritU 
cisniy The, 37, 41. 

Print, 11, 12, 15, 25, 26. 
Printing, 26, 27, 136, 8, 
Proceedings of the British 
Kinematograph Society^ 15. 
Process work, 136. 

Processing, 11, 25, 132. 
Processing laboratory, 11, 12, 
28 

Producer, 5-8, 10, 11, 13, 15, 
16, 44, 93, 98, 117, 145, 
147, 149, 150, 157. 
Production, 3, 6-8, 12-14, 89, 
94, 112, 115, 117, 145, 160, 
178. 

Production : 

budget, 7, 8. 
cost, 8, 15, 184. 
unit, 4, 5, 10, 11, 14, 
129. 

Profit. 15, 16. 

Projection, 22, 23, 27, 117, 118, 

120 , 8 , 

Projection : 

box, 22, 24. 
gate, 23, 120. 
print, 15, 25, 26, 7. 
speed, 23, 24, 137. 
Projectionist, 23, 24. 

Projector, 22-25, 93. 

Prokofiev, Sergei, 146. 
Propaganda, 75. 80, 111, 166. 
Properties, 8, 11, 159. 
Proportions : 

of frame, 119, 3. 
of screen, 119, 128. 
Proscenium, 49, 


Prose, 164. 

Public, ix, 16, 17, 137, 157. 

At < 

OU, /D-01, OJ, o 

100, 108, 124, 138, 156, 160, 
161. 177, 184. 13,. 

Punch, 49. 

1 /I V 

r ujijt/v.^ow, ., 3, 115, 148. 

PygmalioHy 14. 

Qucd des Brumes, 133, 134. 
Queen Victoria, 37. 

Queen Victories s Funeral, 9. 
Quick cutting. 56, 57, 59, 124. 

Rachmaninoff, 148. 

Ramona, 70. 

Ramsaye, Terry, 42. 

Raw material: 

of artist. 173-175, 
of film-maker, 70, 
71, 124, 149, 
161-163, 165, 

177, 182. 

Read, Herbert, 176. 

^ ‘^ers, 5. 

.eai life, 40, 43, 54, 59, 74, 76, 
77, 89, 90, 94, 95, 110, 114, 


✓ V/, ^ ^ , 

15G. 182. 

Realistic music, 148. 

Realistic nature of fiOta, 161. 
Reality {see Real life) 

Record, Film as, 70, 76, 92, 
148, 163. 169, 182. 
Recording, 12, 25, 30, 31, 61, 
90, 97. 98, 103, 114, 121, 
169, 8. 

Reed. Carol. 125, 31. 

Reel. 24. 

Reflection, 128. 

Reflectors, 130, 133. 
Rehearsal, 7, 160. 
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Relational editing, 87. 
Relationships: 

in art, 149, 176- 
181, 183. 
of picture and 
sound. 27, 103, 
104, 106, 114, 
152, 181. 
of shots, 77, 79. 
80. 86-89, 92- 
95. 118, 123, 
169, 182. 
within shot. 122. 
Release script. 49, 50. 57. 
Relief of emotional tension, 87, 
146. 

Renoir, Jean, 104. 

Repetition of movement, 61. 
Representation, 36. 38. 41, 42. 
45. 55. 58. 64. 71. 72, 89- 
91. 93, 96. 99, 107, 110, 111. 
114, 136, 137. 181, 182. 
Re-recording, 12, 30, 103, 104, 
8 . 

Rescued from an Eagle’s Nest, 
69. 

Restraint in acting, 156, 157. 
Retakes. 11. 

Retina, 20. 

Reversed projection (see Back- 
wards, Running film) 
Rhetoric, 110. 

Rhythm. 56. 71. 91. 92. 133, 
137, 139, 145, 147. 

Richard Wagner, 142. 
Richardson, Samuel, 53, 54. 
Ride of the Valkyries, 142. 
Rime of the Ancient Mariner, 
The, 170, 171. 

Rise of the American Film, 
The, 57. 58, 71. 

River, The, 153. 

Road to Xanadu, The, 170, 
174. 

Robertson. Arnot, 113. 
Robinson, Edward G., 107. 
Rossini, 142. 

Rotha, Paul. 36. 112. 


Roue, La, 143. 

Rougii cut, 11. 

Running time, 11, 38, 57, 58, 
60. 

Rushes, 11. 

Russia, Russian (see U.S.S.R.) 

Ruttmann, 95, 143, 15. 

Ryan, Kathleen, 31. 

St. Bartholomew, Massacre of, 
41. 

St. Petersburg (see Petrograd) 

Samt-Saens. 142. 

Saratoga, 26. 

Scarface, 25. 

Scarlet Street, 107. 

Scene: 

accelerated motion in, 
137. 

broken into shots, 29, 51, 
71, 74. 77, 115, 10. 
camera movement in, 
125, 126, 128. 
continuity, 60, 63, 64, 66. 
cutting speed in, 56, 57. 
definition of, 63, 64, 66, 
67. 

in early films, 48, 49, 69, 
70. 121, 9. 
in play. 59. 

in plot construction, 44, 
45, 62. 

in relation to D. W. Grif- 
fith, 88. 

intercutting of, 70. 71, 87. 
fighting of. 132-134. 
music in, 12, 144, 146, 
149. 

order of shots in, 79. 
rearranged for shooting, 
9. 

selection within, 59, 60. 
70. 115. 

shooting of dialogue, 25, 
26. 29. 

sound in, 105-109. 

School, vii. 22. 

Schopenhauer, 91, 
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Schufiftan process, 136. 

Science, 180. 

Science Museum, London, 20, 
7. 

Score (musical), 9, 12, 142, 143, 
146. 

Scouts, 5. 

Screen (projection), 21-24, 27, 
28, 49, 52, 56, 60, 61, 93, 
94, 117-120, 136, 137, 139, 
145, 156-158, 177, 178. 

Screen (used in lighting), 129. 

Scrim, 130. 

Script, 6, 8, 12-15, 43, 48, 57, 
62. 63. 89. 90, 94, 99. 106, 
111, 112, 115, 116, 124, 129, 
132, 178. 

Script-scene, 26, 48, 50, 63. 

Scriptwriter, 14, 45. 66, 106, 
111, 115, 117, 177. 

Sculptor, 62, 92, 176. 

Sculpture. 3, 99, 176. 

Seeing, Mechanism of, 31, 53, 
100-104. 

Seine, 40. 

Selection: 

importance of, 41. 
in editing, 59. 60, 71. 

72. 77, 87. 139. 
of camera viewpoint, 
123. 

of material, 36, 41, 
161^ 175. 

of sound. 100, 102, 
103, 109. 

Self-expression, 181. 

Senses, 90, 91. 

Sequence, 9, 44. 49, 50, 62-64, 
67. 73. 80. 84, 110, 118, 120, 
152. 

Set designer, 117, 3. 

Set-up {see Camera set-up) 

Sets. 8-11, 29. 31, 121, 131,136, 
3,4. 

Settings, 121. 

Seventh Veil, The, 114, 137, 
148. 


Shadows, Use of, 129, 131-133, 

20 . 

Shakespeare, William, 39, 59. 

91, 169, 170, 184. 

Shape of film, 35, 38, 43, 145, 
148. 

Shaw, G. Bernard, 3, 4, 16. 
Shelley, Percy, 169, 177, 180. 
Shooting, 6, 7, 9-11, 14, 25, 26, 
28-31, 49. 61. 62, 71. 74. 76. 
89. 90. 115-117, 120, 124, 
135, 137, 139, 158, 159, J, 
6 , 8 . 

Shooting schedule, 9, 10. 
Shooting script, 5, 7, 9, 12, 117. 
Short films, 14, 113. 

Short story, 36, 44. 
Shostakovitch, D., 146. 

Shot: 

composition of. 76, 117- 
122, 135, 136, 181. 
continuity, 10, 60, 61, 63. 
in early films, 48. 
in editing, 11, 12, 26, 29, 
41. 50-52, 60. 69, 71-74, 
77, 80-89, 92, 95. 96. 
100, 118, 125, 126, 128, 
139, 155, 177, 181. 
in relation to scene, 63, 
64, 66. 

length of, 11, 56-58, 71, 
93, 124, 181. 
lighting of, 129, 133. 
movement in, 92, 123, 124, 
126, 137. 

taking of, 7, 10, 11, 29. 
159, 161. 

transitions. 27. 28, 67, 124. 
Shutter, 23. 

Sight. 106. 

Sight and Sound, 143. 

Silence. 105, 109. 

Silent film. 23. 25. 77. 80, 88. 
93-95, 97-99, 108, 115, 119. 
122, 124, 136, 141, 144, 145, 
147, 148, 160-163. 181. 27. 
Similarity, 87. 

Sinule. 86. 95, 122. 13. 
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Simon, Simone, 104. 

Simon, Walter -Cleveland, 142. 
Simultaneous development, 45, 
67, 70. 

Sinn Fein, 40. 

Sincerity in acting, 157, 158, 
160. 

Sjdstrom, Victor, 24. 

Slow cutting, 56. 

Slow motion, 92, 137-139. 
Smith. Logan Pearsall, 47. 
Social attitudes in story film, 
43. 

Social realism, 88. 

Soft lighting, 130, 133. 

Song of Ceylon, 128, 150. 

Song recording, 31. 

Song writers, 9. 

Sound. 7. 12. 24-27, 29-31, 47. 
90-95, 97. 98, 100-104, 106- 
110, 114, 115, 136, 145, 162, 
181, 182. 

Sound: 

camera, 25, 26. 
effects, 11, 12, 30, 8. 
engineer, 8, 11, 30, 31, 
104. 

film. 23, 30. 94, 97, 98. 
100, 106, 113, 115. 136, 
145-148, 184, 8. 
head. 23. 24. 27. 
negative, 15, 26. 
recording {see Recording) 
reproduction, 23. 
track, 12, 22, 23, 25, 27, 
29. 30, 41. 100, 103. 
104, 106, 107, 108, 
114, 150, 7, 8. 

Soviet Cinema, 75. 

Soviet Union {see U.S.S.R.) 
Space, 62, 149. 

Special effects, 9, 11. 

Spectator, 56, 57, 60, 62, 70, 
72-74, 76. 85. 92, 105, 107- 
109, 114, 115, 118, 124, 126, 
136, 137, 139, 147, 149. 151. 
155, 156. 


Speech. 98. 99, 106, 145, 162. 
Speed; 

of action, 70. 
of camera, 137. 
of cutting {see Cutting) 
of projection {see Projec- 
tion) 

Spice, Evelyn. 137. 

Splicing {see Joining) 
Sponsorship, 111, 112. 

Spool, 24. 

Spotlight. 129, 130, 133, 19. 
Spring on the Farm, 137. 
Sprocket: 

holes, 22, 25. 
teeth, 22. 
wheels, 22. 

Stage (of theatre), 44, 49, 71, 
156, 160, 163. 

Stagecoach, 29. 

Staginess (of actor), 156. 
Staging, 77. 161. * 

Standard film, 22, 7. 
Standardisation of production, 
5, 13. 

Stand-in. 11. 

Star, 6, 10. 12.' 157, 26. 

State Institute of Cinemato- 
graphy, U.S.S.R.. 75. 

Static shot, 92. 

Stereoscopy, 47, 99, 182. 
Stem, Seymour, 142. 

Sternberg, von, 87. 

Stevenson, Robert. 15. 
Stevenson, Robert Louis, 64, 
89. 90. 

Still. 80. 92. 93, 118, 134. 
Stock, 75. 

Stock-shot library, 29. 

Storm over Asia, 80. 

Story, viii, 5-10, 13, 37, 38, 41- 
44. 48, 62. 70, 91. 94. 113, 
121, 149, 164, 178, 183. 
Story conference, 4, 5, 13. 
Story department, 40. 

Story editor, 5. 

Story film {see Fiction film) 
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Story of a Simple Case, The, 
108, 161. 

Story of Louis Pasteur, The, 
25. 

Strange Case of Dr. Jekyll and 
Mr, Hyde, The, 64. 
Structure of fiction film. 43, 
133, 145. 146. 

Studio. -5. 6. 8-14, 25, 26. 60, 
63. 98. 106, 121, 129, 131, 
135, 157, 163, 164, 184, 4, 
5, 8. 

Studio film, 167. 

Studio floor {see Floor) 

Style. 7. 35. 95. 96. 149. 
Subconscious mind, 114. 
Subject (for story). 13. 15, 35- 
37. 40-42. 

Subjective use of : 

camera move- 
ment, 126. 
film medium, 
182. 

image, 135, 
136. 

music, 149. 
sound. 107, 
109, 110. 

Substandard : 

fitoi. vii. 22. 
projector, 93. 

Successful Film Writing, 49. 
Sunday Times, 40, 45, 113, 
158. 

Super-imposition, 136, 182. 
Supernatural, 45. 
Super-panchromatic film, 130. 
Support {see Base) 

Supporting players, 10. 
Suspense, 44. 45, 70, 183. 
Sweden, 128. 

Symbolism, 81, 87, 95. 
Symphony, 178. 
Synchronisation, 26, 29, 97-99, 
146, 147, 149. 

Synchronism, 99, 103. 


Synopsis, 6, 13. 

Synthesis, 89, 115, 184. 

Take. 26, 27. 31. 

Talkie {see Hundred-per-cent, 
talkie) 

Tanganyika, 14. 

Tchaikowsky, 142. 

Teachers, vii. 

Teaching films, 148. 

Technical development, 80. 
Technician, vii. ix. 3. 5, 7, 11- 
15. 17. 29. 30, 60. 73. 75. 
89; 111, 116, 117, 178. 
Technicolor, 112. 

Technique {see Film technique) 
Telephoto lens, 134, 135. 
Television, 28, 47, 182. 
Tempo, 12, 55-57, 59, 70, 128, 
138, 145. 

Tennyson, Alfred, Lord, 70. 
Tension, 109, 120, 150. 
Terribly Strange Bed, The, 52. 
Tests. 11. 

Texans, The, 6. 

Theatre. 45, 53, 70, 91, 155- 
157, 163. 

Theatrical film {see Photo- 
graphed stage-play) 
Theatrograph, 22. 

Theme: 

in drama, 39, 40. 
in .film, 42, 43. 85-87. 
musical, 9, 142, 143. 
Theory. 71. 72. 75. 80. 87. 88. 
93. 95. 

They Knew What They 
Wanted. 127. 

Thin Man, The, 128. 

Thomas, Dylan. 152. 

Thunder over Mexico, 130. 
Thy Soul Shall Bear Witness, 
24. 

Tilting: 

camera vertically, 123, 
125, 128. 

picture within frame. 

120 . 
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Time, 45, 56, 62-64, 66, 67, 
149. 

Tisse, E., 130. 

Todd. Ann, 148. 

Tolstoy. 100, 105, 175, 176. 
Tonal scale, 132, 133. 

Tonal spot, 133. 

Tone (of lighting). 130, 131, 
134. 

Track (see Sound-track) 
Tracking shot, 123-125, 127, 
128 

Tragedy, 38. 184. 

Tragic films, 133. 

Trailers, 17, 28. 

Transitions : 

sound, 150. 
visual. 12, 27. 28. 
67, 85. 

Trauberg, Leonid, 75. 
Trdumende Mund, Der, 135. 
Travelling matt. 136. 
Travelogue, 111. 

Treatment, 13, 35, 49. 113, 
145. 

Trickwork, 136, 137, 182. 
Triptych screen, 119. 

TroUope, Anthony, 16. 
Trucking shot, 123. 

Tunisian Victory, 14. 

Turner, H. E.. 113. 

Two-shot, 29. 

U.S.A.. 5. 19. 40, 49, 89, 107, 
112, 132, 142, 153, 163. 
U.S.S.R.. 74-77, 80. 81. 87-89, 
94. 95, 122, 124, 138, 146, 
158, 161, 163, 181. 

Ufa. 15. 

Unconscious mind, 170, 173, 
174, 176, 177, 180. 
Understatement, 166. 

Unit manager, 8. 

Unity. 12. 35-38, 41-43, 62. 92. 

115, 118, 152, 160. 

Up the Years from Blooms- 
bury, 156. 


Variable area track, viii, 23, 
26. 

Variable density track, viii, 
23. 26. 

Vassilieffs, 75. 

Verdi, 142. 

Verse, 91. 

Verse in films, 93. 112, 150- 
153. 

Vetchinsky, 4. 

Victorianism, 72. 

Vievyoint {see Camera view- 
point) 

Vigo, Jean. 48, 182, 30. 
Vision, 182. 

Visual art. The film primarily 
a. 95, 96, 106, 111, 112.' 
Visual flow {see How) 

Visual form, 148. 

Visual image {see Image) 
Visual pattern, 89. 

Visual rhythm, 71. 

Visuals, 92. 

Vivaphone, 97. 

Volume control, 30, 104. 
Volume of sound, 98, 105. 

Wagner, Richard, 142. 

Walton, William, 146. 

War and Peace, 100. 
Wardrobe. 10. 

Warner Brothers. 98. 

Warwick Trading Company, 
97. 

Watt, Harry, 13. 35, 150, 166. 
Wfity Down East, 73. 

We. Are Not Alone, 25. 

We Make the Movies, 13, 132, 
158, 160. 

Welles, Orson, 19. 

Westfront, 1918, 128. 

Wheel of Life. 19. 

While the Sun Shines, 5. 
Whitman, Walt, 42. 

Williams, Ralph Vaughan, 146. 
Wilson, 15. 

Wind in the Willows, The, 109. 
Wipe, 12. 28. 89. 
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Wood, Sam, 112. 

Woolf,. Virginia, 109. 

Word order, 90. 

Words in the film, 93. 94. 
Work of art, 35, 42. 94. 178. 
Workers’ Educational Associa- 
tion, vii. 

World is Rich, The, 112. 
World of Plenty, 36. 

Wright. Basil. 128. 150. 

Writer (author). 16, 37. 43-45, 
53. 67, 92, no. 


Writer (screenwriter), viii, 6-; 
13, 43. 

Writers on cinema, 87, 93. 

Yeats. W. B., 90. 

You Only Live Once, 22. 
Youth clubs, vii. 

Zoetrope, 19, 20, 7. 

Zola, Eniile, 104. 

Zuyderzee, 147. 
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